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Music making is generally considered a creative activity; however, in 
performance ensembles, it is the conductor who makes most of the creative decisions. 
Many believe that creative thinking is strongest in music during composition. Leaders in 
the field of music education have continually articulated a vision for music education that 
includes a variety of ways to experience music including composition. Despite this broad 
vision of what music education should be in theory, in practice, American band programs 
have traditionally focused almost exclusively on the performance of the music of others.  
The purpose of this study was to examine an exemplary high school performance-
based band program in which composition was taught as part of the curriculum and to 
determine the impact that composition had on stakeholders, including the teacher, 
students, and alumni. Data were collected from direct observation of ten composition 
lessons taught over the 2016–2017 school year, supporting documents, and interviews. 
Interview data came from guided conversations with various stakeholders including the 
band director, seven current students, and two alumni. 
Several themes for discussion were delineated from the data including the 
 vii 
importance of early creative experiences, the practical application of composition, a lack 
of continuity between lessons, and the apparent benefits of composition in a band setting. 
Participants in this case reported enjoyment during composition activities, did not 
perceive that time spent composing compromised the band’s ability to perform, and also 
reported growth in their overall musical understanding, particularly in the role of listener. 
These themes highlight how composition and performance activities can be used in 
tandem to reinforce musical concepts and develop creative thinking in all music students. 
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CHAPTER ONE: A CONSTRUCTIVIST VIEW OF HIGH SCHOOL BAND 
 
 Since the latter part of the 20th century, there has been a growing concern that 
American educational institutions are failing to produce high school graduates with the 
higher-level cognitive skills necessary for success in college or in the business world 
(The American Diploma Project, 2004; The National Commission on Excellence in 
Education, 1984). Statutes, such as Goals 2000: The Educate America Act (Jennings, 
1995) and No Child Left Behind (Linn, Baker, & Betebenner, 2002), have been 
implemented for the purpose of ensuring that high educational standards are being met by 
all American students. More recently, initiatives, such as the Common Core Standards 
(The College Board, 2013, 2014), have placed increased emphasis on higher-level 
thinking skills and depth of knowledge as educational outcomes. As a result, teachers 
must design and implement instruction so that students perform well on standardized 
tests. Despite legislation and educational initiatives, there is no significant correlation 
between standardized test scores and the ability to think creatively during problem 
solving tasks (Zhao, 2012). Similarly, many in music education have raised questions as 
to what degree American educational institutions are developing independent, creative 
thinkers in music. 
  The Core Arts Standards were released in June 2014 by the National Association 
for Music Education (NAfME) (State Education Agency Directors of Arts Education, 
2014). The Core Arts Standards have provided a framework for the development of 
musical independence and music literacy through three artistic processes: creating, 




to the development of independent musical thinking because they each require 
individuals to think about music in divergent ways. For example, creative thinking skills 
are needed during the creation of new music. Technical skills are needed during the 
performance of music. Critical thinking skills are needed to formulate logical responses 
to musical problems. The Core Arts Standards have provided a cogent basis for creative 
work when administrators, teachers and other stakeholders adhere to standards-based 
instruction. However, this reliance on standards is not always the case. 
Introduction  
It is difficult to picture an English class without an element of creative writing, a 
drama class without improvisation, or an art class where students copy the works of 
master artists rather than drawing from their own inspiration. Yet instrumental music 
programs where individuals do not create original music are the norm in American high 
schools (Hickey, 2012). School ensembles tend to focus almost exclusively on the single 
experience of performing music of others (Allsup & Benedict, 2008; Elliott, 1995; 
Jorgensen, 1997; Kaschub, 2009; Reimer, 2003; Webster, 2002). The lack of creative 
opportunities, particularly composition and improvisation in school music programs, is 
troubling.  
 I have observed that band programs are evaluated on ratings or scores which are 
thought to depict the quality of the ensemble’s performance. Similarly, academic teachers 
are evaluated by the standardized test scores of their students. There is a parallel between 
the rote drilling of technical passages for accurate performance and classroom educators 




  Within the paradigm of traditional high school band, the director exercises 
autocratic control, and the primary educational goal is excellent performance (Allsup & 
Benedict, 2008). Direct instruction is employed to teach explicit skills and techniques 
with no particular regard for collaboration, imagination, application of knowledge to 
solve problems, and skills that require higher forms of cognitive ability (Colwell, 2011). 
In this model, maximum performance quality with instructional efficiency is valued. 
Many band directors use the “ten-second rule” to maximize rehearsal time; a practice in 
which music-making is stopped for no more than 10 to 20 seconds at a time (Allsup & 
Benedict, 2008; Holsberg, 2009). Instead of having the opportunity to critique, reflect, or 
solve musical problems, students work to realize the director’s musical vision.  
Kivy (1995) noted that in traditional band performance settings, there is a 
perceived obligation to follow the intentions of the composer in order to create authentic 
performances. This line of thinking prompted Allsup and Benedict (2008) to ask, “Who 
are we serving? For whom is the band experience a highly passionate, inventive, and 
imaginative effort?” (p. 160). In conforming to the musical vision of the conductor or the 
composer, little opportunity is left to students for interpretation. In regard to large 
performance ensembles, Allsup (2002) elaborated: 
Because of the high visibility these organizations command and rewards systems 
that value year-end productions (contests, ratings, approval from parents and 
school administrators etc.) learning objectives are commonly distorted and fail to 
reinforce higher order thinking skills - to say nothing of creativity and small 




Although I have been successful directing high school bands to perform literature 
at a high-performance standard, upon reflection, I recognize that all decisions in regard to 
performance were mine. My students have had few opportunities to create their own 
music. The following statement by Webster (2002) prompted me to reconsider my 
thinking: 
One obvious gauge of how successful we are as teachers is the extent to which 
our students can make aesthetic decisions about music as listeners, composers, 
and performer/improvisers and to develop a sense of musical independence. Such 
independent thinking does not happen if each decision is dictated. Teachers must 
teach for independent thought. (p. 4) 
I cannot escape the conclusion that I may have missed opportunities to challenge my 
students to think creatively and to develop independent musicianship skills. 
An increased awareness regarding the lack of opportunities for creative thinking 
in my own band program prompted me to investigate how performance-based band 
directors might provide creative opportunities for their students through composition. As 
a result, in this research study I examined a high school band where composition is taught 
in tandem with performance objectives.   
Creative Thinking  
 There are benefits to a performance-centered curriculum. However, maintaining a 
narrow focus on performance excellence has been the crux of recent criticism in music 
education (Mark, 1996). This critique has been centered on a lack of student creativity 




independence. As Hickey (2012) noted: 
Although we can rightfully boast about North America’s vast success in 
producing phenomenal school bands, orchestra, and choirs, and professional-level 
musicians . . . we are probably the least successful when it comes to teaching the 
art of music creation through improvisation and composition. (p. 1)   
 Despite that many high school band directors have been trained to employ a 
traditional teacher-centered model, there is a growing body of literature in education that 
rejects the image of the learner as a blank slate where knowledge is transferred from 
expert to novice. Contemporary learning theories, founded on cognitive understandings, 
embrace the idea that students construct understanding of their world from experience 
(Ackermann, 1996; Derry, 1992; Papert, 1980, 1991, 1996; Raskin, 2002; Rogoff, 1990). 
In the field of music education, researchers have suggested that engaging in music 
composition integrates students’ musical worlds, boosts creative thinking, and opens 
doors for music-making opportunities following graduation (Hickey, 2012, 2013; 
Kaschub & Smith, 2009; Koops, 2009, 2013; Randles, 2013; Webster, 2002, 2013).  
Although creative thinking may be involved in performance, more often students 
are not at the center of creative decision-making, but rather, generally fall third in line 
behind the composer and the conductor. Webster (2002) defined creative thinking in 
music as “the engagement of the mind in the active, structured process of thinking in 
sound for the purpose of producing some product that is new for the creator” [italics in 
original] (p. 11). For Webster, creative thinking exists in the alternation of divergent 




of these ideas) in the solving of musical problems.  
 As previously stated, the development of creative music-making and independent 
musical thinking has been a topic of concern expressed by leaders in music education 
throughout the second half of the 20th century. For example, several projects focused on 
creative music-making were initiated as early as 1963. The Young Composers Project 
and the Contemporary Music Project for Creativity in Music Education in 1963 (CMP, 
1973) placed young composers in public schools as composers-in-residence. The 
Manhattanville Music Curriculum Project in 1965 (Thomas, 1970) and the Hawaii Music 
Curriculum Project in 1968 (Burton, 1975) focused on developing a logical sequence of 
music curricula in line with the principles of comprehensive musicianship. Toward the 
latter part of the century, the National Standards for Arts Education (1994) brought 
renewed interest in creating and composing. Despite these efforts, research studies that 
examined the implementation of the National Standards for Arts Education (1994) 
indicated that composition had received scant attention within performance-based high 
school band curricula (Byo, 1999; Kirkland, 1996; Orman, 2002; Schopp, 2006; Strand, 
2006). 
 More recently, new Core Arts Standards were released by NAfME (State 
Education Agency Directors of Arts Education, 2014). These standards have encouraged 
creativity and music composition as an aim for all music education classes. Included in 
the NAfME Core Arts Standards (2014) is a strand specific to secondary ensemble 
classes calling for composition and improvisation to be an integral part of the 




Successfully integrating composition into a performance-based ensemble would 
mean a departure from traditional models generally seen in American high school band 
programs where band directors focus almost exclusively on performance and make all 
creative decisions for their ensemble. Webster (2013) provided two reasons why it is 
important for students to engage in composition: 
It increases musical intelligence and increases the likelihood of creative 
achievement … students have a natural capacity for thinking in sound for 
compositional purposes and that this capacity is not just a talent for the “gifted” 
individuals but a natural part of what we might consider a musical intelligence 
that is present to some extent in all. [italics in original] (pp. 19-20)  
Learning to compose would be one way to engage students in creative music-making on 
an individual basis which could extend past high school graduation into adult life. 
A Call for Change 
 Scholars in the field of music teaching and learning have offered reasons why 
music teachers tend to use a teacher-centered model of music education that focuses on 
the performance of the music of others. The first and foremost reason is that a change in 
curriculum involving diverse musical activities including composition would require a 
conceptual change regarding what is traditionally taught in school music programs. 
Referring to the older National Standards for Arts Education (1994), Reimer (2003) 
noted, “rebalancing present general music programs to represent each content area 
equitably constitutes a radical departure from tradition” (p. 240).  




composition within music education. Researchers have identified additional reasons, 
notably teachers’ lack of experience composing, lack of preparation for composition, lack 
of resources, and lack of time (Abrahams, 2000; Byo, 1999; Hoffer, 1979; Koops, 2009). 
Hoffer (1979) recognized that many music educators would like to concentrate their 
efforts on a well-rounded music education but were prevented from doing so. Hoffer 
stated: 
Many other teachers, under the pressure to maintain sizeable enrollments and 
public support, are more in the entertainment business than they are in education. 
Many of these teachers would like to concentrate more on doing a good job of 
teaching the subject of music, but the teaching situation works against it. There 
are too many programs to present, too many games to march at, and too many 
contests at which a high rating seems important. (p. 27) 
 In particular, band directors interested in teaching composition and improvisation 
have cited a lack of teaching resources. However, there are a growing number of 
resources available for teaching composition and improvisation in instrumental and 
general music (Hickey, 2003, 2012; Kaschub & Smith, 2009, 2013: Randles & 
Stringham, 2013; Wiggins, 2015). Several resources have been designed specifically for 
teaching composition within the performance-based ensemble. Garofalo’s (1976) 
Blueprint for Band is an early resource, which emerged from research on comprehensive 
musicianship in the late 1960s. Kaschub and Smith (2009, 2013) recognized the need for 
all music students to compose and developed lessons that could be used in any music 




orchestra directors containing sample composition lesson plans for use in performance-
based ensemble classes. The publication of new 2014 Core Arts Standards has created a 
need for research-based resources designed for band directors who are interested in 
teaching composition.  
What would instrumental music education look like if students were to receive 
whole-ensemble instruction while also having the opportunity to work in smaller groups 
for the purpose of creating music? Hendricks (2010) found that investing time in other 
areas of music in tandem with performance is motivating to students and can result in 
more expressive performance. Allsup (2002) suggested that students and teachers would 
find it meaningful, even liberating. Mantie (2013) said:  
By taking greater control of the musical and educational content of our 
classrooms we not only empower ourselves as teachers, we empower our students 
by teaching them that all people – not just “composers” – can create music (with 
or without notation) we learn in school. As a collateral benefit, we may find that 
the large ensemble and our communities become energized with new life in the 
process. (p. 37) 
Other researchers (Koops, 2009; Riley, 2001; Shewan, 2002; Stringham, 2010) have 
suggested that the field of instrumental music education might benefit from targeted 
research on composition in the context of a band setting. This study will add to and 




Theoretical Framework: Constructivism 
The epistemological framework driving this inquiry is constructivism. 
Constructivism is a theory of knowledge that is rooted in philosophy and psychology of 
Dewey, Hegel, Kant, and Vico. Constructivist learning theories are based on the premise 
that knowledge and meaning are constructed by the learner’s interactions with the 
environment (Raskin, 2002; Shively, 1995; Webster, 2011, Wiggins, 2015). Webster 
(2011) described constructivism as a “complex mosaic of beliefs” rather than a set of 
hard and fast precepts (p. 36). Raskin (2002) contended:  
Despite their steadily growing influence, constructivist psychologies have not 
evolved into a single, coherent, theoretically consistent orientation. Given 
numerous theoretical differences, there is not even agreement among 
constructivist psychologists that arriving at a singularly recognizable orientation 
is desirable. Nevertheless, some constructivist psychologists’ efforts to form a 
loosely confederated constructivist theoretical orientation have made inroads into 
mainstream psychology. (p. 2) 
Although there is general agreement that knowledge is actively constructed, no 
single, unified theoretical position has been identified (Phillips, 1995; Shively, 1995). 
Rather, scholars have suggested that constructivism may be characterized by four tenets: 
knowledge is actively accumulated, learning is an adaptive process, learning is a 
subjective process, and learning involves socio-cultural processes (Doolittle, 1999). The 
way these tenets have been emphasized differently has resulted in a constructivist 




constructivism. Social constructivism, associated with the sociocultural theories of 
Vygotsky (1986), will serve as the framework for the current study. 
 Constructivism originated with Piaget’s (1926) theories of cognitive development. 
Piaget theorized that children recreate their understanding of the world when confronted 
with variations between what they know from experience (schema) and what they 
discover in the moment. As belief structures are challenged, new schemas are formed. 
When new information has been assimilated, learning has taken place (DiMaggio, 1997).  
Piaget’s work in the laboratory was “concerned with the genesis and evolution of 
knowledge” (Papert, 1980, p. 163). Piaget delineated cognitive stages and developmental 
processes by which children acquire knowledge. Hoover (1996), who adapted Piaget’s 
theories for the classroom, noted that learning is active rather than passive. Learners 
revise their understanding in light of what they encounter through direct engagement with 
new information. “If what learners encounter is inconsistent with their current 
understanding, their understanding can change to accommodate new experience” (para. 
4).  
Constructivism as a Pedagogical Framework 
Vygotsky (1986) extended Piaget’s theories of cognitive development to 
educational settings by proposing that knowledge was constructed in the socius. 
Vygotsky’s theories are linked to the notion of learning as a social process and the 
precept that human interaction is a fundamental part of cognitive development. Vygotsky 
(1986) determined that children learn more effectively when they work within the “zone 




higher mental tasks better with assistance than they can by working alone. As these 
mental tasks are repeated, students gradually develop the ability to perform tasks without 
help. When a student is able to perform a task without assistance, learning has taken 
place. 
Subsequent scholars have drawn from Vygotsky’s theories. Bruner (1961) 
proposed that learners construct their own knowledge through social processes. Bruner 
suggested that the most effective way to learn was to discover information rather than to 
be instructed by the teacher. Discovery learning, also known as constructivist learning, 
implies that teachers design learning experiences and that students construct knowledge 
for themselves through direct engagement with subject matter.    
 Dewey is often cited as the philosophical founder of social constructivism, while 
Vygotsky is the principal learning theorist among social constructivists (Debrot, 2016). 
Dewey (1916) wrote that the goal of formal education was to prepare the young to 
participate in a democratic society. Dewey believed that all previous learning became an 
archived set of socially constructed knowledge and that society could benefit from 
educational practices that focused on the teaching of high-level thinking and reasoning 
skills. Dewey (1938) was highly critical of traditional schooling for failing to connect to 
students’ lived experiences. Dewey’s progressive notions regarding experiential learning 
are closely associated with social constructivism. 
Constructivism is a theory about how knowledge is acquired, but it is not a 
method of instruction. Scott (2006) contended that one cannot teach in a constructivist 




Constructivist approaches in music education include student-centered learning 
(Holsberg, 2009; Shively, 1995), teacher as facilitator (Allsup and Benedict, 2008), 
problem-based learning (Wiggins, 2015), and authentic learning (Bolden, 2009). These 
approaches are directly related to teaching music composition. Kaschub (2009) noted:  
In educational settings, music composition may be employed as a learning 
strategy to promote musical thinking and understanding. Music composition is a 
complex, recursive, dynamic, nonlinear process that involves product intention, 
experimentation, sketching/trial performance, revising, editing, premieres and 
repeated performances. Composing draws on all other areas of musical learning. 
In every sense it is constructivist. (para. 40) 
In conducting this inquiry, I examined how composition is experienced in a 
performance-based high school band setting. The goal of this research was to employ the 
lens of social constructivism to understand how participants constructed knowledge while 
engaging in music composition. The results of this study illuminated how each 
participant constructed knowledge in divergent ways. The multiple perspectives of the 
various stakeholders add richness to the data.  
The Need for This Study 
 Composing in an ensemble setting is an emerging area of interest for researchers. 
Although limited in scope, two studies have laid a foundation for investigating 
composition instruction within a high school performance-based ensemble. The first, 
conducted by Shewan (2002), a band director from New York, documented a 




incorporated a composition curriculum, in addition to performance preparation, in order 
to address the National Standards for Arts Education (1994). Over time, all instrumental 
students in the program were able to compose alone and in groups. The results of the 
study indicated that composition is an attainable goal in a performance-based ensemble. 
The second study was conducted by Koops (2009). In this study, Koops created a series 
of composition lessons for middle school band with similar results, suggesting that 
composition can be taught in a large, performance-based ensemble setting. These studies 
imply that incorporating composition into a performance-based band setting may be a 
reasonable and attainable goal in music education.  
 There is scant documentation regarding how band directors are integrating 
composition into their curriculum in practice while continuing to meet performance 
obligations. If music educators want to understand ways that school band programs may 
engage in standards-based instruction, then instrumental performance programs that 
integrate composition should be studied. This inquiry addresses this gap in the literature.  
Purpose 
 The purpose of this study was to examine an exemplary high school performance-
based band program in which composition was taught as part of the curriculum and to 
determine the impact that composition had on stakeholders, including the teacher, 
students, and alumni. Systematically investigating an exemplary high school band 
program in which composition was taught will illuminate benefits and challenges 




with new information on ways to incorporate composition in high school performance 
programs.  
Research Questions 
This inquiry was guided by the following questions:  
1. What influences led the director of this performance-based band program to 
include composition in the curriculum?  
2. In what ways does the director of this band program integrate composition 
within the performance-based band curriculum?  
3. How do current students and alumni perceive composing as related to their 
musical abilities as performers and listeners, and to their musical understanding? 
Conclusion 
 In this chapter, I asserted that traditional practices in high school performance-
based ensembles tend to focus almost exclusively on performance, limiting opportunities 
for students to create original music. I established that composition is one way to 
challenge students to think creatively and to develop independent musicianship skills. I 
presented the theoretical and epistemological framework followed by the purpose and 
questions that guided this inquiry.  
In Chapter Two, I consider relevant literature on composition, constructivist 
learning, and creative thinking. I illustrate how the literature has influenced the design 
and implementation of this research. A description of the methodology used in this study 
follows in Chapter Three. In Chapter Four, I narrate the stories of the stakeholders. 




this inquiry, suggest areas for further study, and discuss implications for music education 




CHAPTER TWO: BUILDING A FOUNDATION FOR RESEARCH 
 
 In the previous chapter, I problematized contemporary American band programs 
based on their lack of emphasis on student creativity and their failure to develop students’ 
musical independence. It has been suggested that this problem in music education may be 
linked to an even larger issue: a musically inactive adult population (Allsup & Benedict, 
2008; Hickey, 2012; Mark, 1996; Webster, 2002). As I read the literature, I began to 
critically examine my own practices as a music educator. I concluded that by focusing 
solely on music performance, I may have missed opportunities to develop creative 
thinking skills and the musical independence necessary for my students to find a 
permanent place for music in their lives.  
 Large performing ensembles in particular have been scrutinized for a lack of 
emphasis regarding critical and creative thinking. The literature in music education has 
indicated that composition can be a viable pedagogical approach that fosters the 
development of critical and creative thinking and increased musical understanding in 
instrumental settings. For example, Allsup and Benedict (2008) explored a vision of 
school band programs centered on composing and performing in small groups. After 
examining the literature, I came to believe that instrumental music educators might 
benefit from new knowledge regarding creating and performing music in a performance-
based high school band setting 
My interest in creative thinking became centered on composition in the context of 
the high school performance-based ensemble. It has been suggested that creativity in 




struggled with the tension between what a creative high school band program could be 
and what I knew a performance-based high school band to be. The literature discussed in 
this chapter helped me understand the theoretical, cognitive and pedagogical frameworks 
underpinning creative thinking and music composition.  
 Why are creativity and composition important? The following exploration of the 
literature begins with a psychological foundation for creative thinking in music. The 
following section outlines why creative thinking in music is important and how 
composition lends itself to creative thinking. Next, looking through a constructivist lens, I 
present theories regarding how musical knowledge is constructed through composition. 
The final section reveals the inherent relationship between composition and 
constructivism, which is predicated on five core beliefs. Finally, I discuss how the 
literature in this chapter framed this research study. 
 I discovered that there is no definitive way to compose and no correct way to 
teach composition, that knowledge is constructed, and that creativity cannot be forced. 
However, I learned that every person can think in sound and has a composer voice inside 
(Webster, 2013). Therefore, high school band has the potential be a creative enterprise. 
The studies in this chapter highlight the need for a pedagogical shift in high school band 
to include composition and posit that composition can be used as vehicle for developing 
creative thinking and constructing musical knowledge.   
Psychological Foundations for Creative Thinking in Music  
 Creativity and innovative thinking have been cited as goals in education. 




from researchers (Sternberg, 1999). In the mid 20th century, Guilford (1950), in his 
American Psychological Association Presidential Address, encouraged researchers to 
investigate ways to promote the development of creative personalities. Sternberg and 
Lubart (1999) maintained that creativity has “traditionally been one of psychology’s 
orphans” (p. 4). During the latter part of the twentieth century, research on creativity and 
creative settings increased, resulting in theories about the nature of creativity and creative 
people (Csikszentmihalyi, 1996; Gardner, 1993; Sawyer, 2012; Sternberg, 1999). These 
theories form the foundation of creativity research that seeks to explain how creative 
thinking leads to innovation within a domain.   
 The term “creativity” has been used in many different contexts within the 
literature. Plucker, Beghetto, and Dow (2004) defined creativity as “the interaction 
among aptitude, process, and environment by which an individual or group produces a 
perceptible product that is both novel and useful as defined within a social context” (p. 
90). Other theories on creativity take a confluence approach where creativity occurs at the 
convergence of several factors. According to Sternberg and Lubart (1999), creativity 
requires the convergence of six factors:  
1. Intellectual Abilities – the ability see problems in new ways. 
2. Knowledge – sufficient knowledge in a field to move it forward. 
3. Styles of Thinking – ability to think in novel ways. 
4. Personality – traits such as a willingness to overcome obstacles and take risks. 
5. Motivation – intrinsic, task-based motivation. 




For Hungarian-American psychologist Csikszentmihalyi (1996), “Creativity 
results from the interaction of a system composed of three elements: a culture that 
contains symbolic rules, a person who brings novelty into the symbolic domain, and a 
field of experts who recognize and validate the innovation” (p. 6). Csikszentmihalyi 
distinguished among three types of creative people. The first type of creative person may 
be unusually bright and have thoughts that are outside of the realm of normal thinking. 
However, Csikszentmihalyi classified this as brilliance rather than creativity as this type 
of thinking is independent from established symbolic rules. The second type of creative 
person experiences the world differently; they make discoveries that only they know 
about. Csikszentmihalyi classified this type of person as personally creative as these 
discoveries are not validated by experts in the field. The third type of creative person may 
be similar to Picasso, Mozart, or Einstein; these individuals have changed culture in some 
way. These are the individuals who are truly creative as they changed their field of study 
through innovation.  
Music education philosopher Elliott (1995) suggested that creativity operates 
within social or cultural contexts:  
The words creative and creating apply to achievements of musical composing, 
improvising, and arranging that are original and significant within the context of a 
particular musical practice, including instances of musicing that depart in highly 
original and important ways from existing traditions. [italics in original] (p. 219) 
Elliott argued that the creations of children may actually be occurrences of 




and should be encouraged. It is through spontaneous originality, combined with 
musicianship, that creativity can be achieved. 
It is important to note that Elliott’s views on creativity are not universally 
accepted within the field of music education. Many find this view to be too narrow as 
creativity is limited to those whose works expand the domain of music into unforeseen 
areas. A broader view can allow for the labeling of creativity on a smaller scale. For 
example, Reimer (2003) and Webster (2002) accepted the notion of labeling the work of 
children as creative, provided that a composition or musical work showed originally and 
musical syntax beyond that of their peers.  
Gardner (1983) observed that individuals had domain-specific creative strengths 
and theorized the existence of multiple intelligences. After extensive study of key bodies 
of literature, Gardner determined that there were at least seven unique intelligences 
including a musical intelligence. For Gardner, musical intelligence is characterized by a 
core set of operations including the ability to manipulate pitch, rhythm, and timbre while 
also acknowledging an underlying sense of emotion. 
 Reimer (2003) contended that Gardner’s theories did not differentiate among the 
many ways musical intelligence is manifested within social contexts. Reimer stated that 
“Intelligence consists of the ability to make increasingly acute discriminations, as related 
to increasingly wide connections, in contexts provided by culturally devised role 
expectations” [italics in original] (p. 204). Reimer reasoned that musical behaviors—
composer, performer, improviser, and listener—are divergent pathways in which musical 




skills, there is an interconnectedness among domains.  
 Webster presented a descriptive model for creative thinking in music (See Figure 
1).  
 
Figure 1. Webster's Model of Creative Thinking 
 
Source: Webster's Model of Creative Thinking in Music. Adapted from “Creative 
thinking in music: Advancing a model,” by P. Webster, 2002, In T. Sullivan & L. 
Willingham (Eds.), Creativity and music education [digital version]. Copyright 2002 by 
the Canadian Music Educators’ Association.  
 




convergent and divergent modes of thinking that moves through stages over time. 
Creative thinking is mediated by enabling skills and conditions and results in a creative 
product. During composition, the enabling skills are musical understanding, ability to 
manifest musical ideas, and artistry. The enabling conditions include personal 
experiences, musical tastes, cultural influences, peer influences, and the motivation to 
complete the process. 
The inner circle in Webster’s (2002) model represents three stages of the process 
for developing a creative product. During the first stage, the student prepares by 
exploring sounds. Using divergent thinking, the student draws on previous experiences 
and musical preferences in order to generate multiple ideas. Next, during the working-
through stage, the student incorporates convergent and divergent thinking in order to 
integrate new ideas. The final stage, verification, incorporates convergent thinking. 
During this stage, musical ideas are finalized, and the process ends.  
Literature in music education suggests that everyone is capable of creative 
accomplishment with practice (Campbell, 2010; Hickey, 2012; Reimer, 2003; Small, 
1998; Webster, 2002). For example, Small (1998) claimed the school musical programs 
are part of the “demusicalization” of American society because most schools act as 
“agents for the discovery and selection of talented professionals” rather than as “agents 
for the development of the musicality that lies within each child” (p. 212). Campbell 
(2010) suggested that the notion of talent has been highly destructive to the development 





Constructivism and Composition 
The literature on constructivism reveals a wide array of perspectives on the topic 
of learning. Despite the lack of a single, cohesive definition of constructivism, scholars 
converge on the notion that learners construct their understanding through interactions 
within their environment (Raskin, 2002; Shively, 1995; Webster, 2011, Wiggins, 2015). 
As knowledge is constructed, schemas are formed. Disequilibrium occurs as new 
information is introduced that challenges existing schemas. When information is 
assimilated, new schemas are formed and learning has taken place (DiMaggio, 1997; 
Piaget, 1926). Learning in this context is active, and every individual develops new 
understanding through personal experiences.  
Social psychologists have extended constructivist theory to posit that knowledge 
is constructed through socio-cultural processes. These processes account for the fact that 
people do not learn in isolation but learn instead from their interactions with others 
(Bruner, 1990; Vygotsky, 1986). Vygotsky (1986) recognized that working within the 
zone of proximal development, a more knowledgeable person could lead less 
knowledgeable people to higher competence than they could achieve on their own. This 
concept is important to the current study because students have been shown to become 
successful in creative activities such as composition when composing with a 
knowledgeable teacher and other students.  
Constructivist learning theories can help inform instruction. Wiggins (2015) 
developed instructional strategies for the construction of knowledge through the use of 




listening, and creating. When students participate in any of these artistic processes, they 
draw on conceptual knowledge while constructing new knowledge. Optimal learning 
occurs when students are able to place new information within a familiar context. 
Wiggins stated, “People learn through constructing their own understanding as a result of 
their experiences and interactions with others” (p. 25).  
For Wiggins (2015), the construction of musical understanding requires direct 
interaction with music through listening, performing, and creating. Thus, music education 
that is centered on the sole objective of performance may have limited potential for the 
development of independent musical understanding. Through varied interactions with 
music, students draw upon previous knowledge and build upon what they know, leading 
to a deeper understanding of music. Consequently, while conducting classroom 
observations during this research, I looked for examples of students drawing upon 
previous knowledge in composing. 
Many believe that the construction of knowledge through composition and 
improvisation should be an integral part of music education, including performance-
based ensembles (Hickey, 2012). However, many ensemble directors are not composers 
and lack training to teach composition (Byo, 1999; Orman, 2002). So how does one teach 
a subject in which one does not have expertise? Hickey resolved this pedagogical tension 
by stating that music composition might have a different purpose based on the age and 
musical intent of the composer. For younger children, composition is a process of adding 
contextual experience to conceptual knowledge, whereas older, more experienced 




to know they should not expect polished pieces from student composers, but rather 
through compositional exercises, musical knowledge is constructed. This approach 
informed my classroom observations in that I attempted to look for knowledge 
construction as opposed to evaluating the final product. 
Kaschub and Smith (2009) offered five reasons why all students should compose.  
The primary reason is that composition “challenges children to consider their 
understanding of the world in new ways” (p. 5). As students compose, they must think in 
sound to form new sounds. In this process, previous knowledge is constantly challenged 
leading students to consider new options. Second, engaging in composition “allows 
children to exercise their generative potential in music” (p. 6). This idea suggests that 
everyone is a composer on some level. Third, composition “develops a way of knowing 
that complements understanding gained through other direct experiences in music” (p. 6). 
The authors suggest that greater musical understanding occurs when students experience 
music in roles as performer, listener, and composer. Fourth, composition “invites the 
child to draw together the full breadth of his or her musical knowledge” (p. 7). 
Composition is a highly personal and individualized activity where students can draw on 
their total range of experiences and influences. No two composers are alike. Last, 
composition “is a process that allows the child to grow, discover, and create” (p. 7). 
Composition puts the student at the center of creative and cognitive developmental 
processes.  
Although Kaschub and Smith (2009) did not employ the term constructivist, their 




authors advocated for composition pedagogy to be taught in methods classes to 
preservice music teachers. They espoused a vision of music education in which 
composition is integral in every curriculum. As a music educator who did not start 
composing until after having taught several years of high school band, I have often 
wondered how my musical journey would have been different if I had been exposed to 
composition sooner.  
Central to these constructivist writings in music education is the notion that 
knowledge is constructed through active, participatory learning processes. The literature 
suggests that students construct musical knowledge and understanding while composing. 
Existing schemas are challenged, and musical understanding is expanded during 
compositional activities. The literature on knowledge construction illuminated the 
processes by which learning occurs and increased the ability to discern how students 
learn actively during composition. 
Core Beliefs About Composition 
The literature in music education and research on composition highlighted a need 
for a pedagogical shift in music education, specifically in high school band, toward 
curricula that incorporate composition in addition to performing. This need is based upon 
five guiding principles that I identified from the literature about the teaching and learning 
of composition. These guiding principles are: Everyone is a composer, there are many 
ways to compose correctly, teachers of composition should facilitate creativity, students 





Everyone is a Composer 
Researchers are in agreement that it is possible for every person to compose (Airy 
& Parr, 2001; Bamberger, 2003; Burnard, 2000a, 2000b: Carlin, 1997; Dammers, 2010; 
Folkestad, Hargreaves, & Lindström, 1998; Kardos, 2012; Kratus, 1989, 1994, 2001; 
Nilsson & Folkestad, 2005; Wilson and Wales, 1995). Furthermore, it has been suggested 
that talent or training is not a prerequisite for composing. For example, Bamberger (2003) 
observed two college students with no formal musical education composing with tone 
blocks. Although the results were based on the observation of only two students, the 
author suggested that both participants were able to produce coherently structured tonal 
melodies and incorporate innately developed criteria for decision making. The findings 
indicated that a fundamental sense of musical structure exists in all students, even those 
who are musically untrained. Bamberger (2006) went on to suggest that musical 
development and learning are intertwined. This relationship suggests that by teaching 
students to place value on their music ideas, students can build on their natural intuitions.  
Even young children are able to compose. Campbell (2010) observed children 
improvising and writing simple songs naturally on the playground. Using a procedure in 
which children were given 10 minutes to compose a melody, Kratus (1989) found that 
children as young as seven were capable improvisers and children as young as nine were 
capable composers. Replicating the same procedures in subsequent studies (1994, 2001), 
Kratus found that putting musical constraints on beginners, for example restricting note 
choices to the white keys on a piano or using Orff instruments, scaffolded the children 




Previous studies support the fundamental belief that everyone is capable of 
composing. This belief suggests that all students should be able to form coherent musical 
ideas, make musical decisions, and articulate specific criteria that led them to make 
musical decisions. This information was particularly helpful when I began to formulate 
what I would ask during student interviews. I wanted to know about how musical 
decisions were made and which thought processes were involved. 
There Are Many Ways to Compose  
Research has identified divergent strategies used by composers. For example, 
Sloboda (1985) contrasted the sketchbooks of Beethoven and Stravinsky and found that 
Beethoven sketched in a single line far more often than Stravinsky, who sketched much 
more harmony. Beethoven left behind a large collection of sketches showing how he 
worked through ideas over time. He would often sketch ideas and come back to them 
over years, whereas Stravinsky worked through single ideas much faster. Research has 
not yielded implications about specific ways in which composers should compose, nor is 
there one best method for teaching composition. What researchers tend to agree upon is 
that composition is an individualized process and there are multiple ways to approach 
music composition.  
To understand individual compositional strategies, Folkestad, Hargreaves, and 
Lindström (1998) examined the compositions of 14 students between the ages of 15 and 
16 with no previous composition experience. These students composed on computers in 
informal sessions outside of school. Using a research protocol in which student 




composition, the authors were able to analyze the evolution of each composition in 
various stages from start to finish. The researchers discovered a wide variety of 
compositional strategies were used. In addition, it was determined that the computer 
protocol used in the study fostered an in-depth, step-by-step analysis that had not been 
possible without technology. The save-as files protocol can be seen as modern-day 
composer sketchbooks much like Sloboda’s (1985) contrasting of Beethoven and 
Stravinsky. Results of the study indicated that student participants used both “horizontal” 
and “vertical” approaches to individual composition. Horizontal composition is a 
technique in which a single line or melody is composed first. Afterward, additional layers 
of harmony and counterpoint are composed to go with the melody. Vertical composition 
is a compositional approach in which all lines are composed simultaneously.  
To better understand divergent strategies during composition, Burnard and 
Younker (2002) investigated common compositional strategies and the role of creative 
thinking. Using data comprising observations of students’ composing and reflective 
conversations with student composers, the authors mapped various strategies that the 
students employed during composition. Wallas’s (1926) stages of creativity were used to 
categorize and label each strategy. The first creative stage was preparation. During this 
stage, the individual thinks about the overall piece. The second stage, incubation, is a part 
in the process where specific ideas materialize, and alternative options are generated. The 
third stage is illumination. In this stage, material is evaluated and reorganized. The final 
stage, verification, is where the final product is substantiated. Burnard and Younker 




strategies, as decision-making moments, we could characterise pathways as reflecting 
particular kinds of sound-sequence occurrences” (p. 248).  
As a result, Burnard and Younker (2002) identified three pathways of creative 
activity: linear, recursive, and regulated. Linear composing may be characterized by a 
lack of holistic conception of the piece. Due to minimal movement between 
compositional stages, linear composing involved the least amount of creative thinking. 
Recursive composing is characterized by considerable movement between the incubation 
and illumination stages and is associated with moderate creative thinking. Regulated 
composing is characterized by a strong overall conception of the piece and copious 
amounts of movement among all stages.  
In a subsequent study, Burnard and Younker (2004) refined their previous work 
regarding creative pathways that students employ during the composition process. The 
authors expanded upon their previous model by including six progressive levels: floater 
to linear, serial to recursive, and staged to regulated. The findings of the study suggested 
that students incorporate different creative approaches. 
A commonality in the literature regarding composition processes is that many 
approaches can be taken. No single teaching or learning method may be prescribed for all 
settings. Students require freedom to experience composition in divergent ways, and the 
teacher should not dictate or employ a prescribed process. The main implication from 
these studies in regard to my own research is that there is no way to compose incorrectly 
and there are no wrong answers regarding artistic expression. At times I had to remind 





Teacher as Facilitator  
As I read the literature on teaching composition, it became clear that the role of a 
composition teacher is vastly different from the role of an ensemble director. Whereas 
ensemble directors tend to be comfortable conducting, teaching composition can be 
difficult. In particular, teaching composition is difficult because composition itself is a 
difficult task. As the work of English teachers is made more challenging by students with 
different ability levels for reading and writing, so is the teaching of musical composition 
further complicated by the mixed-ability levels of student composers within a class 
(Berkley, 2001). Despite such difficulties, teaching composition is important: 
Learning to compose opens a door through which students can enter music, and 
with effective teaching they should manage to take a few steps along the road 
unaided. Not all will get as far as we might wish. Some will go their own way, 
some will give up trying, but they will all benefit from the experience. (Berkley, 
2001, p. 136) 
The actions of teachers can be inspiring or detrimental to the creative thinking 
process when students compose (Webster, 2003b; 2013). Researchers have raised several 
issues for discussion in regard to teaching composition. These issues include assignment 
types, how to notate assignments, how to best facilitate creative thinking, and how to give 
feedback and encourage revisions.  
Types of assignments. Teachers are tasked with deciding what type of 




pedagogical strategies that permeate the literature involve teaching music composition in 
the context of musical problem solving (Barrett, 2006; Berkley, 2001, 2004; Burnard & 
Younker, 2002, 2004; Gould, 2006; Kaschub, 2009). Additional studies have highlighted 
a need for connecting school music to students’ learning outside of school though 
authentic assignments, practical theory, and personal expression through composition 
(Boldon, 2009; Folkestad, 2004; Folkestad, Hargreaves, & Lindström, 1998; Hickey, 
2003; Savage, 2003). By connecting to students lives outside of school, musical worlds 
intersect. When this happens, great possibilities exist for the development of creative 
thinking and musical expressiveness. 
Utilizing assignments that expand creative thinking is a common goal for music 
practitioners. Wiggins (2015) advocated for direct interactions with music composition 
using a pedagogical approach that incorporates problem solving. Learning through 
problem solving requires students to use previous knowledge while challenging their 
beliefs about music, similar to the way that learning occurs naturally outside of 
educational institutions. As student ideas about music are challenged by new experiences, 
learning occurs. Teaching in this manner requires the creation of musical problems that 
requires students to think in sound, to identify musical possibilities, and to sort through 
options to find solutions. In a related study, Burnard and Younker (2004) concluded: 
We need to encourage teachers to recognize that composing presupposes and 
promotes problem-solving as an integral aspect of composing and as a musical 
thinking activity. Teachers need to perceive creativity in ways that resonate with 




strategies and ways through which they can examine their own composing 
pathways as characterized by the nature and extent of interplay between different 
forms of musical thinking. Teachers need to promote component skills of 
divergent and convergent thinking as links between problem-setting and problem-
solving whilst working with sound. (p. 72) 
Bolden (2009) strove to connect to classroom music with authentic assignments. 
These assignments mirrored the types of compositions that working composers would be 
commissioned to complete in the real world. Bolden elaborated: 
Teachers can increase the meaningfulness of composing work by assigning tasks 
that are ‘authentic’ – assignments that closely mimic or that are real-world 
commissions. Students can be charged, for instance, with the creation of a film 
soundtrack, which they actually record, produce, incorporate within a movie file, 
burn to disc, and exhibit; or the arrangement of a functional piece of music (such 
as a national anthem) to be broadcast over the school’s public address system. 
Authentic assignments are those that connect student composing to the ‘real 
world’, and so have meaning and life beyond the music classroom. [italics in 
original] (p. 148) 
By creating authentic learning contexts in the classroom, teachers may foster divergent 
learning outcomes. Authentic learning and problem solving are pedagogical strategies 
that allow students to draw from previous learning, music learned outside of school, and 




The use of notation. The literature on composition in music classrooms 
comprises a variety of approaches to notation. Wiggins (2015) suggested that students 
possess a broad range of musical skills and concepts that they are not able to notate. 
Similarly, Campbell (2010) found that when students compose during games, they often 
conceptualize musical ideas that are beyond their ability to notate. Barrett (2001, 2004) 
suggested that as children develop a broad range of notational strategies, they build a 
repertoire by which musical meaning can be communicated. Barrett (2001) explained: 
This suggests a different conception of sophistication, one that embraces the 
notion of diversity and accommodation to specific contexts and tasks, rather than 
one in which children move steadily in hierarchical progression towards a single 
efficient means of recording, abandoning previous strategies on acquiring new 
strategies. (pp. 42-43) 
Graphic notation can be an alternative to standard staff notation. Auh and Walker 
(1999), compared the compositional strategies of middle school students who notated 
their work using standard staff notation or graphic notation. Thirty-eight students from a 
middle school in South Korea were randomly assigned to two groups. The traditional 
group was given a composition task and asked to use standard notation, and the non-
traditional group was given a composition task and asked to use graphic notation. The 
researchers found that students in the non-traditional group utilized a boarder range of 
compositional strategies. Findings from the study indicated that the use of graphic 
notations may be more effective than standard notation for middle-school aged children.  




the analysis of children’s notation through the lens of an adult musician may not 
accurately represent children’s musical cognition. Similarly, Burnard (2000a) cautioned 
against applying adult standards to children’s music, but rather encouraged teachers to 
consider how children conceptualize music. Children create within the context of their 
musical world. If teachers want to encourage creative thinking, they should allow 
students to invent their own ways to improvise and compose. These studies introduced 
me to the idea of alternative notation as a valid form of personal expression in 
composition. In turn, I became concerned about how standard notation might inhibit the 
creativity of high school students. 
Facilitating creative thinking. Teachers facilitate	learning outcomes. 
Researchers have stressed the importance of interactions between teachers and students. 
Some have conceptualized this relationship as being characterized by respect and 
reciprocity in a shared experience (Barrett, 2006; Barrett & Gromko, 2007; Dogani, 
2004). Many have described the relationships as a form of apprenticeship (Berkley, 2001, 
2004; Bolden, 2009; Fautley, 2004; Gould, 2006; Ruthmann, 2008). A common theme in 
the literature on creativity and composition is the role of the teacher as a facilitator.  
Utilizing a case study methodology at four schools in the United Kingdom, 
Fautley (2004) identified two approaches to teaching composition: the “laissez-faire” and 
the “stop and question” approach. The laissez-faire approach has been characterized by a 
lack of intrusion on the part of the teacher. In this context, Fautley observed that students 
were able to compose uninterrupted for extended amounts of time. Feedback was given 




activities. In contrast, the stop and question approach was characterized by teacher-
directed feedback during the composing process. The stop and question approach allowed 
the students who were having difficulty to be scaffolded and helped them move on to the 
next challenge. The results of the study indicated that both strategies have advantages in 
the classroom. However, the laissez-faire approach might not come naturally to those 
accustomed to teacher-directed ensemble rehearsals. This study was particularly useful to 
me in that it gave me one way to categorize pedagogical procedures that I observed in my 
study.  
Claire (1993/1994) noted that classroom procedures affect students’ creative 
output and that social interactions among peers are a critical part of the creative process. 
Claire categorized two types of processes that affect creativity in the classroom: 
hierarchical and mutual. Hierarchical procedures require a majority of students to follow 
a single decision maker. Mutual procedures are predicated on democratic structures in 
which all students have an equal say and decisions are made through dialogue between 
student and teacher. Claire suggested that classrooms that fostered mutual procedures 
were far more successful at developing student creativity. In contrast, students in 
classrooms with strict hierarchical procedures, where the teacher controlled every aspect 
of the decision-making, had a more difficult time completing creative tasks.  
At the high school level, Allsup (2002) reimagined classroom spaces as 
democratic learning communities in an effort to increase creativity, self-expression, and 
cultural relevance among instrumental students. During the study, nine students met after 




chose to compose with traditional band instruments, and the other group chose to use 
instruments commonly found in rock bands. Although the rock group found it easier to 
compose, the traditional instrument group successfully completed the composition tasks. 
Because they were able to determine the genre and instrumentation of their group and 
worked with a facilitator, rather than under the direction of a teacher, students expressed 
enjoyment and satisfaction about the project, in particular regarding their autonomy. 
Democratic processes gave a voice to those who are typically unheard and created 
community among the participants. Allsup contended that if given space and time, 
students will create music that is personal, relevant, and represents their world. 
These examples from music education literature suggest that teachers have the 
potential to affect learning outcomes and that outcomes are determined by a teacher’s 
role in the classroom and the structure of the lessons. Students are more likely to fully 
engage in creative activities when they are free to express their ideas, and their opinions 
are validated. Because of these findings, I looked for ways that the role of the teacher 
fostered students’ creative growth and development during my own research. 
Offering feedback and encouraging revisions. Previous research has suggested 
that there are many ways to compose correctly. Conversely, composition is an 
individualized process; there is no way to compose incorrectly. This does not mean, 
however, that composers, whether professional or student, reach their final product on the 
first attempt. So, how does a teacher give feedback that encourages revisions while 
respecting the work of the student?  




accomplished in a variety of ways. Berkley (2004) suggested that “by providing a 
constant resource of predictive analysis and formative commentary for ways of 
developing, extending, and modifying ideas into structures, teachers were observed to 
guide students toward profitable goals whilst enabling them to retain their independence 
as composers” (p. 256). Barrett (2006) investigated the expert composer as teacher in 
order to identify the beliefs and practices that contribute to the teaching of composition. 
While observing teaching sessions, Barrett found the composer teacher, “engaged in joint 
problem finding and problem solving” (p. 208) and “provided reassurance” (p. 209).  
Composition is deeply personal. Criticism can be detrimental. Previous research 
has suggested that teachers assist students best by respecting individual choices. As 
composition is a glimpse into a student’s musical world, Kaschub and Smith (2009) 
maintained that feedback should be process-orientated. These authors recommended 
allowing students to maintain agency over their creation. Regarding discouragement, 
Kaschub and Smith (2009) offered the following: 
When the teacher attempts to guide students toward conceptions of what is 
musically correct, the voice of the student composer can be lost. Telling students 
how to alter pieces to fit conventions does not advance the student’s 
compositional palette and may well discourage future efforts by dulling 
motivation and interest. (p. 59) 
Creative classrooms are spaces where students feel respected and a sense of 
community is fostered. Wiggins (2015) maintained that students learn more while 




receive feedback and support from other students. When students share their work and 
analyze the work of others, they develop critical thinking skills and expand their musical 
understanding. 
Revision is integral to the artistic process. Webster (2003a, 2003b, 2012) 
maintained that revisions, based on feedback from peers and teachers, should be 
encouraged for student composers. This idea is based on the premise that students’ first 
ideas are worthy of expanding and extending. It is important that the initial musical ideas 
are developed, as long as the student maintains artistic ownership.   
Conclusion. The music teacher’s role in the composition classroom can be 
complex. A common theme in music education literature is the student-centered 
classroom (Barrett, 2006; Barrett & Gromko, 2007; Berkley, 2001, 2004; Bolden, 2009; 
Burnhard, 2000a; DeLorenzo, 1989; Dogani, 2004; Fautley, 2004; Gould, 2006: 
Kaschub, 2009; Lapidaki, 2007). Student-centered classrooms appear to foster creative 
thinking and divergent musical outcomes, particularly in the context of music 
composition. These studies helped to shape my pedagogical views regarding what 
constitutes effective teaching.  
Composing in a Variety of Ways 
There are many ways to approach composition. Research has indicated that 
composition is a highly individualized process. Moreover, it is a process with multiple 
pathways for success. There are many examples in music education literature of ways to 
provide opportunities for composition while also allowing individualized processes to 




composing with technology. 
Composing in groups. Constructivism is a theory in which learning occurs 
through interactions with others and the surrounding environment. In music, Lapidaki 
(2007) noted: “Peer beliefs, compositions, criticisms, and feedback are indispensable 
elements for increasing intellectual interaction and challenging the student composers’ 
musical beliefs and ideas before, during, and after their creative endeavors” (p. 110). 
Research has indicated that working in groups is an effective setting for the construction 
of knowledge.  
Research has illuminated many things regarding the processes of group 
composition. Fautley (2005) developed a model for group composition as means of 
analyzing how class time is spent during group composition assignments. In the initial 
confirmatory phase, students discuss the given task and organize strategies for 
proceeding. In the next phase, called generation and exploration, ideas are created and 
developed. This phase is characterized by acceptance and rejection of ideas as they are 
presented to the group. Next in Fautley’s (2005) model is the organization phase, where 
ideas are grouped into some sort of musical structure. Once there is a musical structure, 
there is a work-in-progress performance where the group plays through the composition 
together. Following the work-in-progress performance is the revision phase, where the 
piece is established. This is followed by a period of transformation and modification. As 
students make modifications to the piece, new ideas are created, discussed, and then 
accepted or rejected. Finally, the piece is determined to be performance ready. Using this 




through these phases independently. The results indicated that each phase occurred 
naturally, suggesting that this model might provide a useful analytical tool for other 
researchers and teachers of composition.  
Concerned with the social aspects of group composition, Miell and MacDonald 
(2000) investigated the impact of relationships, in particular the effects that pairing had 
on the creative process and product. Miell and MacDonald used 20 pairs of students of 
heterogenous ability level. One member of each pair had previous musical experience 
and one member did not. During the pairing process, every student was asked to choose 
three people that they considered friends. As a result, half of the pairs consisted of 
mutually chosen friends; the other half were not chosen friends. The authors found that 
pairs of friends talked more, were more likely to expand upon each other’s ideas, and 
produced higher rated compositions. These results indicated that friendship groups can 
inspire confidence, particularly when groupings are formed to help scaffold less 
experienced students.  
 Burland and Davidson (2001) sought to find how gender, ability, and friendship 
groups affected the compositions of 59 students, ages 10-11 from two different schools. 
Burland and Davidson hypothesized that friendships would positively affect the quality 
of group compositions. Results indicated that friendships positively affected student 
enjoyment but did not affect the quality of the finished product in a statistically 
significant way. Additional findings indicated that students performed better in like-
gendered groups than in mixed-gender groups.  




teaching composition, there are concerns with implementing such a practice. Odam 
(2000) argued that composing is an individual activity and that class time may be wasted 
by doing group work for the sake of convenience. Faulkner (2003), on the other hand, 
contended that the results of Odam’s (2000) study were based largely on anecdotal 
evidence. Faulkner’s (2003) results indicated that group composition fostered individual 
creativity and that students found it helpful to have additional ideas from which to draw. 
According to Faulkner (2003), working in groups “seems to facilitate a continuous 
dynamic flow of music which individual members of the group would find difficult to 
sustain alone” (p. 115).  
Wiggins (1999/2000) found that group understanding was key during musical 
problem solving and that group work was beneficial to individuals. Shared understanding 
was discovered to be empowering to individual learners. Wiggins also observed that 
individual music cognition improved through shared understanding during problem 
solving. Groups were found to be safe spaces where ideas could be shared freely and 
feedback immediately given to shape musical understanding.  
The previous literature on group composition indicates that composing in groups 
may be a successful pedagogical strategy. For teachers who are looking to incorporate 
composition, particularly in large performance-based classes, group composition may be 
a meaningful option. These studies helped me gain an understanding of the processes 
involved during group composition. During classroom observations, I focused on 




Composing with technology. Composing with technology has been investigated 
in a variety of research settings. Results of previous studies have found technology to be 
enjoyable for students and beneficial for students, particularly those without formal 
training (Airy & Parr, 2001; Dammers, 2010; Folkestad, Hargreaves, & Lindström, 1998; 
Kardos, 2012; Nilsson & Folkestad, 2005; Savage & Challis, 2001; Stauffer, 2001). 
Kardos (2012) suggested that music technology can be used to increase student 
confidence and provide additional motivation during composition. Savage and Challis 
(2001) discovered technology to be empowering for high school aged composers, noting:  
The uses of different technologies in the project empowered the majority of 
pupils. They provided tools to engage in this sense of play through speculating, 
affirming, selecting, rejecting, and evaluating musical ideas both individually and 
corporately. They democratised and integrated the practices of musical 
composition and performance in a way that significantly enhanced pupil learning. 
(p. 147)   
The use of technology has not been limited to computers. Nilsson and Folkestad 
(2005) discovered that the keyboard on a synthesizer might be a powerful tool in enabling 
musically untrained students to express musical ideas. Using a piano-like keyboard, 
children without formal training were able to create pieces of music with form and 
structure. This finding supports previous research indicating that children enjoy musical 
exploration and discovery when given the opportunity. Formal musical training is not 
required as every person has the potential for composition. 




technology. They recruited 24 audio engineering and music production students from a 
New Zealand university. Students were surveyed after receiving classroom instruction 
and creating original music utilizing MIDI sequencing software. Working with 
technology provided students with a voice to express their individual musical ideas. Data 
from the study indicated that music technology could be beneficial for assisting students 
without previous music training. The authors found, “There is evidence to suggest that 
with the use of MIDI sequencers students write music faster and to a higher standard 
while employing greater instrumentation and requiring less assistance from the teacher” 
(p. 48). 
 In a two-year study, Stauffer (2001) found that computer software was a viable 
tool for individual children to use for composition. Stauffer found that an eight-year-old 
student was able to make increasingly discriminating decisions when thinking in sound. 
While using the computer, the student “could both see and hear her works as she 
composed them. She could save her works and listen to them whenever she wanted, and, 
consequently, she could refer to previous ideas and build on them in new compositions” 
(p. 19). Stauffer maintained that students need repeated composition tasks to build a 
repertoire of compositional tools. As classroom time can be limited in many cases, 
computer programs offer a viable medium for individual composition activities. 
Dammers (2010) documented the development a technology-based music course 
designed to appeal to a broad base of high school students. The band director at the 
school used a variety of software applications including GarageBand. Dammers noted 




previous musical experience. The author suggested that other music educators might 
develop similar courses because there are many students seeking a musical experience 
who are not interested in a performance-based ensemble. As a secondary benefit, an 
increase in the number of students in a music program could lead to additional support or 
job security for the teacher. 
This literature suggests that technology can be a useful tool for empowering 
students to think creatively in sound. Technology enables students of all ages with no 
formal music training to be successful when composing. Prior to beginning this study, I 
was curious to see how advantageous technology might be, particularly when used by an 
experienced composition teacher. I was also eager to learn how students perceived 
composing with technology.  
Composing in a Performance-based Ensemble 
The most relevant literature I encountered when designing this research centered 
on composition in the performance-based ensemble. Early studies included The 
Contemporary Music Project for Creativity in Music Education (CMP, 1973); The 
Manhattanville Music Curriculum Project (Thomas, 1970); and the Hawaii Music 
Curriculum Project (Burton, 1975). These seminal projects were primarily descriptive 
accounts of curriculum development centered on the principles of comprehensive 
musicianship.  
Other research investigated the relationship between composition instruction and 
musical achievement. Findings indicated that a curricular approach including 




Whitener, 1980). In addition, students who composed expressed more positive feelings 
toward instrumental music education (Riley, 2001). This literature demonstrates that 
although research on composition has been under development for a long time, curricular 
change toward a comprehensive approach within performing ensembles has moved 
slowly. 
 One of the difficulties in teaching composition in band class is the perceived loss 
of rehearsal time (Menard 2009; Orman, 2002). Dammers (2007) investigated a 
composition pull-out program within a middle school band in which a few students at a 
time composed on laptops in the back of a rehearsal room. The study was grounded on 
the intersection of three distinct pedagogical approaches: comprehensive musicianship, 
technology-based instruction, and composition (p. 9). The composition portion of the 
study was to create an original music composition. Students were told to create a piece of 
music with the same characteristics as a piece being studied during band class. The 
students’ compositions were analyzed for craftmanship. The participants were surveyed 
for their opinions on composing. 
 When reporting the results, Dammers (2007) noted moderate levels of 
craftmanship and creativity. The researcher identified additional challenges for 
composing in band. Findings indicated the need to differentiate instruction and provide 
varied activities in order to accommodate the wide range of abilities among the students. 
Results of the survey indicated that students expressed positive attitudes toward 
composition. However, most students did not perceive a direct link between performance 




Others have researched perceptions of students and teachers in regard to 
composition (Menard, 2009; Stringham, 2010). Menard (2009) examined the perceptions 
of teachers and students in two distinct band programs: a traditional performance-based 
band class and an accelerated band program for talented musicians. The director of the 
traditional performance-based band program expressed apprehension about implementing 
a composition program that were primarily related to traditional training and pre-service 
preparation. At the conclusion of the six-week research period, the traditional band 
director acknowledged that the majority of conflicts could be overcome and that a band 
curriculum could be adjusted to include composition. Furthermore, the director 
acknowledged the importance of exposing students to creative music making. Findings 
suggested that the traditional band students’ attitudes toward composition shifted 
favorably during the study.  
The director of the accelerated program experienced different challenges. The 
instrumental classes were smaller, and the room was set up with desks as work spaces. 
Because composition was already a regular part of the curriculum, the accelerated class 
did not report significant gains in student attitudes toward composition. Menard (2009) 
noted that, although the best performers do not necessarily make the best composers, both 
groups experienced a sense of accomplishment when composing.  
 Drawing from the experiences of a seven-student focus group, Stringham (2010) 
examined how students described their experiences composing and improvising in high 
school band. Students reported differing perceptions about their experiences composing. 




started. This was a concern expressed by percussion students who are not accustomed to 
playing melodic passages. The students noted a connection between composition and 
improvisation, but they had difficulty linking composition to performance.  
The most relevant studies in the extant literature on composition were conducted 
by Shewan (2002) and Koops (2009). Utilizing a case study design, Shewan (2002) 
performed the role of researcher/band teacher in his own performance-based band 
classroom. During the study, Shewan documented compositional activities that were a 
regular part of the band curriculum. 
Shewan (2002) developed a composition curriculum to address the National 
Standards for Arts Education (1994). To meet these standards, the band students were 
required to create and maintain a portfolio that documented multiple areas of music 
competencies and instrumental performance requirements. Students were assigned one 
project every ten weeks from among the following options: music criticism, music 
history, performance, conducting, or composition. Initially, participation in the 
composition strand was limited. However, during the subsequent years, the 
author/researcher increased requirements in the area of composition. In the end, all 
students in the Williamsville East High School band were required to complete a 
composition. Findings indicated that students with good audiation skills and those who 
also participated in jazz band were the most successful composers. Shewan speculated 
that this finding was perhaps due to links between improvisation and composition. 
 Koops (2009) developed a series of ten composition lessons in order to create a 




in five band programs representing various socioeconomic and ethnic groupings. Koops 
determined these lessons to be particularly effective with large-sized band classes. He 
also deemed them to be effective because they did not require computers or notation 
software.  
At the beginning of the study, Koops (2009) maintained the opinion that breaking 
a large ensemble into smaller groups in the same rehearsal space was not effective due to 
the high levels of noise that resulted. As a result, Koops designed lessons that could work 
without dividing the class into small groups. During the study, lessons were employed in 
the context of large and small groupings. Regardless of groupings, band directors were 
positive on the practicality of teaching composition lessons in a middle school band 
setting.  
The studies cited in this section suggest that composition can be attainable and 
meaningful when taught in performance-based band programs. Extant research has 
provided real-world pedagogical solutions regarding ways that composition can be 
successfully incorporated, whether by a pull-out program (Dammers, 2007), individual 
student portfolios (Shewan, 2002), small groups (Koops, 2009; Menard, 2009), or full-
class instruction (Koops, 2009; Menard, 2009; Riley, 2001). The literature suggests that 
learning outcomes from composing in a performance-based band setting may include 
increased musical understanding as well as student enjoyment.   
Conclusion 
 In this chapter, I explained the theoretical foundation for this study and elucidated 




justification for composition to be a curricular norm in music education. These ideas are 
not new; they originated in the twentieth century with programs developed around 
comprehensive musicianship (Burton, 1975; CMP, 1973; Thomas, 1970). Twenty years 
later, the 1994 National Standards for Arts Education articulated a vision for music 
education that included composition as a necessary component of every music class. 
Recently, the importance of creative thinking and composition were articulated in the 
new Core Arts Standards (State Education Agency Directors of Arts Education, 2014).  
There are many pedagogical approaches to music composition. The studies I 
examined documented successful learning outcomes in a variety of educational settings. 
In particular, research outcomes have been centered on the tenets that everyone is a 
composer, there are many ways to compose correctly, teachers of composition should 
facilitate rather than dictate, students need opportunities to compose in a variety of ways, 
and composing in a band setting can have positive, holistic learning outcomes.  
The theoretical implications in the literature suggest that students construct 
knowledge based on interactions with their environment, particularly in social settings. 
Researchers generally agree that knowledge is constructed through direct engagement 
with musical subject matter, in particular, while composing (Kashub & Smith, 2009; 
Wiggins, 2015). It has been suggested that learning is enhanced by connecting 
composition assignment to students’ previous musical experiences (Boldon, 2009; 
Folkestad, 2004; Folkestad, Hargreaves, & Lindström,1998; Hickey, 2003; Savage, 
2003). Researchers have advocated for student-centered classrooms in which creative 




2007; Berkley, 2001, 2004; Bolden, 2009; Burnard, 2000a; Dogani, 2004; Fautley, 2004; 
Gould, 2006; Ruthmann, 2008). Most importantly, students may feel a sense of 
empowerment when they are free to create music in a safe learning environment in which 
their creative decisions are valued. Stringham (2010) contended:  
Composition and improvisation are not enrichment tasks to be reserved for the 
advanced students, but rather, meaningful elements of a comprehensive music 
education. Music supervisors, principals, superintendents, school boards, and 
parents should insist that these behaviors occupy a central place in music 
curricula. (p. 107)  
Research has shown glimpses of composition teaching and learning within 
American band programs. Studies have been conducted in high school and middle school 
settings (Dammers, 2007; Koops, 2009; Menard, 2009; Priest, 1997; Riley, 2001; 
Shewan, 2002; Stringham, 2010; Whitener, 1980). The results suggest that composition 
might be included in a traditional band curriculum without compromising performance 
goals. Students appear to benefit musically and creatively. Moreover, students and 
teachers have expressed that they enjoy the experience. This inquiry draws from and 
builds upon the current body of literature in order to illuminate the various ways 
creativity is cultivated and musical knowledge is constructed when high school band 




CHAPTER THREE: METHODS OF EXPLORATION 
 
 The purpose of this study was to examine an exemplary high school performance-
based band program in which composition was taught as part of the curriculum and to 
determine the impact that composition had on stakeholders, including the teacher, 
students, and alumni. This inquiry was guided by the following research questions:  
1. What influences led the director of this performance-based band program to 
include composition in the curriculum?  
2. In what ways does the director of this band program integrate composition 
within the performance-based band curriculum?  
3. How do current students and alumni perceive composing as related to their 
musical abilities as performers and listeners, and to their musical understanding? 
 In this chapter, I describe the research methodology used to conduct this inquiry. 
First, I illuminate the details of this case study. I then detail the IRB approval process. 
Next, I describe the site, the band program, the participants, and the composition 
activities. Finally, I describe the types of data and data collection techniques and reveal 
the methods used for data analysis.  
Case Study Design 
I incorporated a case study to address the research questions guiding this inquiry. 
I selected a case study methodology because this approach has been shown to be effective 
when attempting to explain complex social variables that change over time (Eisner, 1998; 
Glesne, 2011). In case studies, researchers elucidate the data using narrative, or what 




attempts to paint a picture for the reader that illuminates the processes, beliefs, and 
meanings associated with a person, group, or institution.  
The case in this study is a high school performance-based band program where 
composition is taught. Although case studies do not produce results that are 
generalizable, such studies may advance what Yin (2014) called analytic generalizations, 
“corroborating, modifying, rejecting, or otherwise advancing theoretical concepts” (p. 
41). In education, case studies have pedagogical implications. Merriam (1991) stated that, 
“research focused on discovery, insight, and understanding from the perspectives of those 
being studied offers the greatest promise of making significant contributions to the 
knowledge base and practice of education” (p. 3).   
Many case studies use a mixture of designs based on what is to be investigated 
and what is to be reported. Despite varying definitions of case study, authors converge on 
the idea that case studies involve the in-depth examination of a person, program, 
institution, process, or event at a particular place in time (Glesne, 1999; Merriam, 1991; 
Stake, 1995; Yin, 2014). According to Merriam (1991), a case study is: 
An examination of a specific phenomenon such as a program, an event, a person, 
a process, an institution, or a social group. The bounded system, or case, might be 
selected because it is an insurance of some concern, issue, or hypothesis. (pp. 9-
10)  
 This research is designed as a descriptive case study as defined by Merriam 
(1991). By carefully examining, documenting and reporting on the inner workings of an 




curriculum, I render explicit how knowledge is constructed in an instrumental setting and 
explicate the perceptions of the participants regarding composition. This research will 
provide the reader with new information regarding the importance of composition and 
how engaging in composition may impact students’ musical independence and creative 
thinking.  
IRB Approval and Negotiating Site Entrance 
Prior to conducting this study, I sought a well-regarded performance-based band 
program that included composition as part of the curriculum. The Apple Valley High 
School (pseudonym) band met the criteria I was looking for. First, I contacted Ms. Terry 
(pseudonym), the band director, through email about the possibility of using Apple 
Valley High School as a case study. When she responded favorably to the idea, I sought 
formal permission from Apple Valley High administration to enter the school site. 
Consequently, I received permission from the district superintendent, and the principal. 
IRB approval from Boston University was granted on May 11, 2016 (See Appendix A).  
Data were collected in accordance with the protocols specified by the IRB at 
Boston University. The data were archived and kept on a private laptop that was stored in 
a secure office or a locked cabinet in keeping with standard IRB protocol.  
The Site 
 Apple Valley High School serves 2,230 students. It is a public high school located 
in the southern part of San Francisco’s Bay Area. School demographics at the time of this 
study were Hispanic (38%), Caucasian (30%), Asian (20%), African American (5%), 




Apple Valley High School band performs regularly throughout the year. Unlike most 
American band programs, students were also expected to compose. I became aware of the 
band program at Apple Valley High School after attending a session on composition 
education presented by Ms. Terry in 2014. I chose this setting because I believed that the 
band program at Apple Valley High School would be a rich source of data.  
Band program. Ms. Terry, the band director, oversees 212 students in a multi-
leveled band program at Apple Valley High School. All students in the program were 
enrolled in either the Advanced Wind Ensemble, Symphonic Band, or Concert Band. In 
addition, students had the option to sign up for one of three jazz bands or a chamber 
group. There was a 100-member marching band that was supported as a co-curricular 
activity. Ms. Terry, the only band director at Apple Valley High School, managed every 
aspect of the band program.  
Band director. Ms. Terry completed a bachelor’s degree in music education and 
a master’s degree with an emphasis in conducting and instrumental education. During an 
initial interview, Ms. Terry credited a particular professor from her graduate studies, who 
challenged her to provide experiences in other forms of music making, in addition to 
performance. Uncertain how this might be accomplished, she learned that there was no 
blueprint to follow and that she would be forging her own path. As a result, her 
pedagogical approach to instrumental music education shifted. Because of this shift, 
students at Apple Valley High School have been creating original music as part of their 
band curriculum for approximately seven years.  




sessions on composition within a band program at state music education meetings. She 
has also published some of her lesson plans in a recent book about teaching composition 
in a performance-based setting.  
Composition protocol. Composition has been integral to the band curriculum at 
Apple Valley High School. All band students composed as part of the band curriculum. 
Typically, the concert band has engaged in introductory composition exercises once or 
twice toward the end of each year. However, the symphonic band and wind ensemble has 
typically composed numerous times throughout the year.  
I observed two categories of composition activities during the course of this 
research. In one type of lesson, Ms. Terry incorporated stand-alone composition lessons 
from Koops (2009) Elements of Music (EOM) series. The objective of these lessons was 
for students to learn about a single aspect of composition through listening to examples 
and by engaging in exercises. Topics in the EOM lessons included rhythmic layers, 
timbre, melody, ostinato, and texture. In other classes, the students composed brief études 
using Noteflight notation software. Noteflight allowed students to collaborate, with other 
students or the teacher, and then store their work using cloud-based technology.  
Participant Selection 
Purposeful sampling was used in this study. It is a technique commonly used in 
qualitative research for the identification and selection of information-rich cases (Patton, 
2002). It is a particularly useful strategy when resources are limited. According to 
Creswell (2013), “The inquirer selects individuals and sites for study because they can 




the study” (p. 156). I implemented purposeful sampling because I knew that composition 
was integral to the curriculum at this site.  
The initial case comprised all people associated with the band program during the 
past seven years. Purposeful sampling allowed me to reduce the case into a manageable 
number of participants who might provide the information I was seeking. I solicited the 
assistance of Ms. Terry, the band director, because she had first-hand knowledge of the 
students. She helped me identify possible participants who had previous knowledge and 
experience, who would be available and willing to participate, and who possessed the 
ability to communicate their experiences and opinions in an articulate, expressive, and 
reflective manner. This sampling technique proved effective for finding participants who 
could help me answer the research questions guiding this inquiry.  
I was seeking participants who were likely to have strong opinions–good or bad–
regarding composition and who would be able to clearly express their perspectives. Ms. 
Terry provided me with the names of 20 current students and three alumni. In addition to 
Ms. Terry, I also interviewed two categories of participants during this study: current 
students and alumni. 
Students. Ms. Terry gave 20 students–males and females from the wind ensemble 
or symphonic band–a recruitment letter in the latter part of September 2016. The letter 
(See Appendix B) explained the purpose of the study and invited the students to 
participate. Eighteen students were interested in participating and two declined. Eighteen 
consent and assent forms (See Appendix C) were collected. Then I narrowed the initial 




two were randomly selected to pilot the interview questions. As a result, seven students 
became participants in the research study.  
Alumni participants. Ms. Terry helped recruit three alumni who might be 
knowledgeable about or experienced with composition and willing to participate. The 
three former students were contacted via email. One did not respond. The remaining two, 
Evan and Phil (pseudonyms), responded favorably, consented, and became participants in 
the study.  
Procedures for Data Collection 
The timeline for data collection spanned 38 weeks. Two strands of data collection 
occurred simultaneously during the course of this study (See Appendix D): classroom 
observations of composition lessons and interviews with students and alumni. Classroom 
observations provided a first-hand look at composition teaching and learning in a 
performance-based band program. Interviews provided in-depth personal perspectives 
regarding how participants perceived composing.  
It is important to note that I conducted this research on composition in a real 
classroom during the “regular” school day. No composition lessons were implemented 
for the sake of conducting the study. Rather, the data collected and analyzed reflects 
composition as an integral part of a regular band curriculum.  
Observations. I observed ten composition lessons during the 2016-2017 school 
year. Composition lessons were taught to both the wind ensemble and the symphonic 
band. However, I typically observed only one of the band classes. Nine of the ten lessons 




long. During these observations, I sat or stood at the back of the room. In order to 
minimize the effect of my presence, I did not engage with the students or the teacher 
during class activities.  
While students were composing, I took field notes in a journal to document my 
observations. These notes were transcribed into vignettes. The process provided a 
narrative version, what Geertz (1973) called “thick description,” so that the reader can 
experience events vicariously. This format was chosen in order to help the reader 
understand how Ms. Terry, the director of this band program, designed and executed 
composition instruction within a performance-based band curriculum. 
 Interviews. Interviews provide a direct window into the participants’ thinking. 
(Yin, 2014). In this case, I sought participant perceptions of composition in a 
performance-based band setting. I interviewed the band director, seven students, and two 
alumni. All interviews were conducted in a location that was convenient for each 
participant. Student interviews took place in a classroom next to the band room at Apple 
Valley High School. One alumnus was interviewed on the phone. One alumnus was 
interviewed at a coffee shop near the school. Interviews were recorded and transcribed. 
Participants received transcripts of interviews to review for accuracy. No discrepancies 
were reported.  
I utilized semi-structured interviews for which a set of questions is determined 
ahead of time (See Appendix E) but administered without a strict format to follow 
(Brinkmann & Kvale, 2015). Using this format allowed me to ask questions that arose in 




purpose of questioning was to obtain as much detail as possible. The participants were 
free to elaborate as desired. My interview with Ms. Terry lasted approximately 45 
minutes. Student interviews lasted approximately 20 minutes. Alumni interviews lasted 
approximately 30 minutes.  
Documents. Documents offer an unobtrusive look at the topic under scrutiny 
(Yin, 2014). Student work and recordings of compositions were collected. Some 
compositions were not written down, but rather performed in class. The live, in-class 
performances were recorded using the Voice Memo feature on my iPhone 7, then 
transcribed into traditional notation using Sibelius 8. Noteflight software made it possible 
to hear, see, and preserve student work that was done during class. Artifacts of student 
learning were useful for understanding how creative thinking is manifested during 
composition. 
Data Analysis 
 Data were continually analyzed for emergent themes using a seven-phase process 
(Marshall and Rossman, 2016). The seven phases were “(1) organizing the data, (2) 
immersion in the data, (3) generating case summaries and possible categories and themes, 
(4) coding the data, (5) offering interpretations through analytic memos, (6) searching for 
alternative understandings, and (7) writing the report” (p. 217). This method of analysis 
helped me organize large amounts of data in order to answer the research questions.  
The data were organized into observation notes, interview transcripts, and 
documents. Transcripts were read and reread. To organize the interview data, I created 




on an index card (Schmidt, 2014). The index cards were organized by groups, which 
made it possible to see similarities and differences among the participants’ answers. This 
procedure led to the delineation of themes. Four themes emerged: early creative 
experiences, practical applications of composition in a band setting, lack of continuity 
between lessons, and benefits of teaching composition. After the themes had been 
identified, the data were coded. Coding involved going through each transcript and 
highlighting statements or observations that supported the chosen themes.  
In order to verify my results, I shared the raw data with an independent external 
researcher. We discussed emergent themes and found that we were in agreement on the 
overarching themes for discussion that will be presented in the final chapter. This was a 
useful step to verify my interpretation of the data. After my results were corroborated, the 
transcripts were organized chronologically, and a narrative account was written. The final 
report was written afterward. 
Researcher Bias 
 Admission of bias is often cited as one approach to strengthen the trustworthiness 
of findings in qualitative research (Merriam, 1991; Stake, 1995). My views on 
composition have formed over 25 years as a college student, graduate student, and high 
school band director. When I was an undergraduate music major, the only instruction I 
received in composition came in the form of theory classes. In these classes, rules of 
harmony and counterpoint were learned in the context of four-part chorales. I did not 
leave college thinking of myself as a composer.  




I was going to write an original marching band show for my first high school band. When 
that ended up being a successful endeavor, my views on composition changed. I did not 
think about the rules of voice leading that I had learned in college, but rather, 
experimented with what sounds and harmonies until I discovered something that sounded 
good to me. I learned to compose simply by writing something down. I continually 
revised and rewrote until I was happy with what I heard. 
As a composer and music educator, I have developed opinions about ways that 
composition should be taught. I think that students should be encouraged to experiment 
with sounds in any way they see fit. Additionally, teachers should be encouraging so that 
students feel free to try new things. In order to counter these biases, I focused on 
answering the research questions rather than evaluating the lessons that I observed. 
Credibility 
The results of research must be both reliable and believable (Marshall & 
Rossman, 2016). Actions were taken to ensure accuracy of the data. Credibility is 
fortified through the collection of data from multiple sources and reinforced through the 
process of triangulation (Marshall & Rossman, 2016; Merriam, 1991; Stake, 1995; Yin, 
2014). Triangulation is “the convergence of data collected from different sources, to 
determine the consistency of a finding” (Yin, 2014, p. 241). In order to make the results 
of this study trustworthy, I used the following data sources for triangulation: 
observations, interviews, and documents. After the themes were identified, data were 





In this chapter, I outlined the methodology used for this study. In Chapter Four, I 
narrate the experiences and perceptions of the participants. In Chapter Five, I discuss the 
results and limitations, provide new insights and awareness regarding composition in 




CHAPTER FOUR: COMPOSITION IN PRACTICE 
 
 The purpose of this study was to examine an exemplary high school performance-
based band program in which composition was taught as part of the curriculum and to 
determine the impact that composition had on stakeholders, including the teacher, 
students, and alumni. This research was guided by the following questions: 
1. What influences led the director of this performance-based band program to 
include composition in the curriculum?  
2. In what ways does the director of this band program integrate composition 
within the performance-based band curriculum?  
3. How do current students and alumni perceive composing as related to their 
musical abilities as performers and listeners, and to their musical understanding? 
 As noted in past chapters, previous researchers have suggested that teaching 
composition in an ensemble setting is a worthwhile goal for music educators (Allsup & 
Benedict, 2008; Dammers, 2007; Elliott, 1995; Hickey, 2003, 2012; Kaschub, 2009; 
Kaschub & Smith, 2009, 2013; Reimer; 2003). Others have documented teacher 
perceptions regarding the difficulties of such an approach (Abrahams, 2000; Byo, 1999; 
Hoffer, 1979; Koops, 2009; Menard, 2009; Orman, 2002). When beginning this research 
project, I struggled to visualize the logistics of teaching compositional-related activities 
in a band setting, so I sought to observe a program where it was already taking place. 
This led me to Apple Valley High School.  
 Two strands of data collection occurred simultaneously during the course of this 




with students and alumni. Data from observations, field notes, and artifacts of student 
work will be presented as vignettes in order to provide the reader with a first-hand 
account of the lessons, how they were executed by Ms. Terry, and how they were 
received by the students. 
Observations of Composition Lessons 
 At Apple Valley High School, composition lessons were typically interspersed 
throughout the year between concert performances, during school testing times, and at the 
end of school year. When I met with Ms. Terry in August, prior to the start of the 2016-
2017 school year, her intentions were to include improvisation games during class warm 
ups and conduct composition lessons every other week during the fall season. However, 
after the school year began, these plans were altered due to marching band activities. As a 
result, many of the composition activities took place later in the year.  
  A total of ten composition lessons took place over the course of the school year. 
Lessons were either teacher-created using Noteflight or modified from Koops’ (2009) 
Elements of Music (EOM) series. Koops gave Ms. Terry permission to use and adapt 
lessons from the EOM series. Each lesson focused on a single element of composition 
and facilitated student listening, explanation, and exploration. Each lesson was self-
contained. All activities happened during class. To facilitate experimentation, no grades 





Composition Lesson Vignettes 
 Lesson 1: Rhythm. On Monday, October 24, 2016, following the second, highly 
successful marching band competition of the year, Ms. Terry felt comfortable spending 
time away from marching band music. She taught the initial composition lesson to both 
the wind ensemble and symphonic band. The symphonic band class was videotaped by 
Ms. Terry’s student teacher as I was not able to be there in person that day.  
 The first lesson drew from Koop’s (2009) Elements of Music (EOM) series. The 
objective of this lesson was to have students compose rhythmic patterns that could be 
performed in rhythmic layers. Because Ms. Terry knew that the students had a variety of 
experience, a secondary objective of this lesson was to help make students comfortable 
with the idea of composing in band. During whole-group instruction, Ms. Terry explained 
that even complex symphonies are composed of smaller layers and that, although most 
people are not ready to compose a symphony, anyone can compose rhythmic patterns.  
 Students were asked to improvise a single measure of rhythm that could be 
clapped by the class and to write it down on an index card. I watched as the students 
appeared to go into what Fautley (2005) called the generation and exploration phase 
where rhythmic ideas were created and developed. I could hear two students discussing 
their approach to the time signature: 
 Student 1: Why is everyone writing in 4/4? That’s boring. 
 Student 2: Yeah, mine is in 12/8 
 Student 1: I’m writing in 16/4 
 Student 2: Don’t be that guy! 
 Student 1: Which guy? 
 Student 2: The guy that writes in 16/4 when it’s really the same thing as 4/4 
 Student 1: Oh … good point. I guess I will use 5/4 then.  





Both students continued to work to develop their rhythmic figures. Although student 1 
wanted to do something new and interesting, I noted that it was through interaction with 
student 2 that his musical idea was generated.  
Ms. Terry asked for volunteers to share. Four student responses were collected 
(see Figure 2). 
 
Figure 2. Student-generated Rhythmic Patterns 
 
 Source: Observation, October 24, 2016 
  
Using an iPad programmed to play a steady drum beat, Ms. Terry practiced clapping 
individual student-created rhythmic patterns with the class. She then divided the class 
into groups and practiced clapping the four patterns simultaneously. Afterward, students 
were given time to work in groups layering the rhythmic patterns they had written. One 
group shared their work with the class (see Figure 3). When they shared, each student 





















Figure 3. Student-generated Rhythmic Layers 
 
Source: Observation, October 24, 2016 
 
As I watched the students work, I noted there was considerable noise in the room. 
The room could even be described as chaotic, particularly when all groups were working 
at the same time. However, all groups were able to complete the assignment, and I 
watched as the students exhibited signs of enjoyment. At one point, Ms. Terry asked the 
students “who was having fun?” The students threw their hands in the air to signify that 
they were indeed enjoying the lesson.  
When the lesson was over, all the index cards containing student rhythms were 
collected and placed in a box at the front of the room. Ms. Terry called this an 
“inspiration box,” and it had a purpose. When students were stuck during composition 
work, they could search through the box and find an idea to motivate them. Although I 
thought the box was a novel idea, I did not witness anyone use it when I observed 
subsequent lessons. When I asked Ms. Terry about its use, she was not sure if anyone 
ever did. Her objective was to provide useful options.  
Reflections on Lesson 1. Although I felt this introductory lesson barely scratched 




time without fear or apprehension on the part of students. The approach used in this 
lesson is supported by literature indicating that constraints assist students to initiate 
composition tasks (Kratus, 1994; 2001). Significantly, all students were able to complete 
and execute (play) their original rhythms alone and together. Ms. Terry’s pedagogical 
procedures followed what Fautley (2004) called the stop and question method: the 
teacher was the focal point of classroom activities. In watching students work, I saw 
many build off the work of their classmates. As students assisted each other in what 
Vygotsky (1986) referred to as the zone of proximal development, knowledge was 
constructed. Several researchers have noted apprehension in students and teachers 
regarding composition education (Byo, 1999; Orman, 2002; Schopp, 2006). Given this, I 
found it pleasantly surprising to note how enthusiastic the class was during this lesson. 
Students appeared to enjoy the social interaction as well as the composition activity.  
 Lesson 2: Timbre. I next observed a composition lesson on Monday, December 
12, 2016. There was a span of more than a month between composition lessons. During 
this time, marching band ended, and the band prepared for the winter concert. The lesson 
I observed came after a week of band activities, the winter concert for the wind ensemble, 
two jazz concerts, and county honor band auditions. The lesson was taught to both the 
wind ensemble and the symphonic band. This vignette is an account of observations of 
the wind ensemble. 
The objective of this lesson was to help students understand the concept of timbre 
by employing different instrument combinations. Ms. Terry explained the meaning of 




to their previous knowledge, she used a listening example from the winter concert. Ms. 
Terry played an excerpt from Gustav Holst’s “First Suite in Eb,” to illustrate how 
composers use instrument combinations to create different timbres.  
 After listening to musical examples, the class played a four-part chorale to 
experience timbre. They played a chorale version of “God Rest Ye Merry Gentlemen” 
with traditional band orchestration. The high-pitched instruments played the soprano and 
alto lines, lower pitched instruments played the tenor line, and low reeds and tubas played 
the bass line. After playing through the song, Ms. Terry divided the class into four 
sections based on their seating, rather than on instrumentation. Each section was assigned 
a part in the chorale book. By redistributing the soprano, alto, tenor, and bass lines to 
groups of students based on where they were sitting, Ms. Terry demonstrated how the 
same piece can sound completely different, and thus showed how composers use 
instrument voicings to produce timbral effects.  
 Next, the students were directed to break into groups of four to eight students and 
create their own arrangement of “God Rest Ye Merry Gentlemen” using timbre. Groups 
were formed quickly, and the students did not move far from their original seats. The 
students were given approximately 15 minutes to complete their assignment.  
During the student-driven portion of the class, it was loud and chaotic. It was hard 
to hear anything with clarity, especially timbral contrast, with so many groups working at 
the same time. Finally, one group moved into a practice room and another group moved 
into a storage room on the opposite side of the band room. Even with two groups out of 




Noise can be a challenge when many students are composing in the same room 
(Koops, 2009). Despite the noise, I could hear a student group comprised of a French 
horn, alto saxophone, and two trombones. I observed them as they moved through several 
of Fautley’s (2005) stages. First the group discussed how they wanted to go about 
completing the assignment. Because the melodic and harmonic material was provided, 
the students did not spend time in the generation and exploration phase. One of the 
trombone players thought they should all get a chance to play the melody at some point. 
Another group member suggested they each play the melody as a solo. After discussion, 
the students determined the arrangement would be too long. The group settled upon 
playing the melody in unison the first time and then in harmony the second time. As the 
group worked through the harmony section, they experimented with timbre by having 
each instrument play the soprano, alto, tenor, and bass parts. Each work-in-progress 
performance was followed by revisions. In the final performance for the class, the group 
settled on a version that changed who was on the soprano line with each phrase giving 
each member a turn to play each of the lines. 
From where I was seated, I also observed a group of two tubas, two trombones, 
and a tenor sax. The tuba players in this group wanted to play the melody. I heard one 
tuba player lament about the general lack of melody in tuba parts. The student argued that 
if they could decide the timbre of the piece, tuba should be the primary instrument color. 
After playing a version with tuba on the melody, the tenor sax player said he did not like 
the mix. However, he agreed to keep the tuba on the melody on the condition that the 




spent a majority of their time in the generation and exploration phase. After deciding to 
play the piece in 5/4 meter, they had to figure out how to modify each measure to account 
for an extra beat.   
Although nearly everyone was on task, there were some exceptions. I saw three 
trumpet players who spent most of their time talking to each other. The three students 
joined a group of four during the last couple minutes of the project. It was only after 
joining a group that these students picked up their trumpets. Even after joining the group, 
they did not offer suggestions; rather, they asked the other members of the group what to 
do, essentially doubling an existing part. 
 After the 15-minute time limit had expired, Ms. Terry asked several groups to 
play for the class. Some groups chose to assign one instrument to each line, and they 
played “God Rest Ye Merry Gentlemen” as written. However, a few groups were more 
creative. In every instance, Ms. Terry was non-judgmental. She pointed out the unique 
tone color that each group created with their instrument choices. She affirmed the 
students’ choices and made it seem as if each group had arrived at ideas they could use 
on a future composition.  
Reflections on Lesson 2. Wiggins (2015) suggested that musical knowledge is 
strengthened through acts of listening, creating, and performing. This lesson incorporated 
the use of timbre using all three modalities. By experimenting with sound, students were 
given the opportunity to engage in independent problem solving. As a result, students 
made choices based on their experiences in the activity. As students tried different 




 Lesson 3: Melody. This lesson occurred on Wednesday, April 26, 2017, nearly 
four months after I observed the timbre lesson. The time had been filled with 
performances at band festivals, jazz festivals, and concerts. Students were in the final 
month of the school year. The third lesson was taught to both the symphonic band and 
wind ensemble. For this vignette, I describe what transpired in the wind ensemble. 
The objective of this lesson was to provide an understanding of melodic 
construction. The assignment was to create a tune that could be used in their future 
assignments. Ms. Terry did whole-class instruction on how to recognize a substantive 
melody. She asked the class to use previous knowledge by looking through their chorale 
book in order to identify familiar songs. Students identified exceptional songs such as 
“Be Thou My Vision” and “Amazing Grace.” Afterward, Ms. Terry used “Ode to Joy” 
from Beethoven’s 9th Symphony as a listening example. While the recording played, she 
pointed out how the melody remained constant although it appeared in various timbres as 
a result of using different voices. 
 Ms. Terry introduced key vocabulary words that were used in this lesson: melody, 
unity, variety, stepwise, tonic, repetition, and improvisation. She defined melody as “a 
series of musical tones that are played together to form a musical idea.” Drawing from 
the vocabulary list, she told the class that a good melody has both unity and variety. After 
leading a discussion on repetition and variety within the melody, Ms. Terry explained, 
that “Ode to Joy” is a melody that contains both unity and variety. The theme is in AABA 
form. The melody of the A section is mostly stepwise containing notes from the major 




characterized by a return to the tonic.  
 Pointing to the last word “improvisation,” Ms. Terry informed the class that it was 
about to be their turn to improvise a melody. She demonstrated on piano, asking students 
to repeat on their instruments what she has played. She played a series of notes on the 
piano (see Figure 4). 
 
Figure 4. First Improvised Melodic Line 
 
Source: Observation, April 26, 2017 
 
The class recognized the sound as a B flat major chord and was able to play back on their 
instruments fairly easily. She changed one note and tried it again (see Figure 5). 
 
Figure 5. Second Improvised Melodic Line 
 
 Source: Observation, April 26, 2017 
 
 After three attempts, the class was able to perform the pattern accurately. Once 




Figure 6. Third Improvised Melodic Line 
 
 Source: Observation, April 26, 2017 
 
Ms. Terry indicated that simple fragments could be linked together to form melodies. She 
then gave the class a few minutes to improvise a simple tune on their own. After a few 
minutes, she asked a saxophone player to play his melody (see Figure 7).  
 
Figure 7. Student-Improvised Melody #1 
 
 Source: Observation, April 26, 2017 
 
A second student was asked to share his melody (see Figure 8).  
 
Figure 8. Student-Improvised Melody #2 
 
Source: Observation, April 26, 2017 
 
 Determining that the class had an adequate understanding, Ms. Terry indicated 
that it was their turn to write a melody between four and eight measures long. Students 
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were instructed that they could start from their improvised melody or start over if they 
wanted. She also informed them that the melody might be used for a future Noteflight 
assignment. Students were given seven minutes to compose. Nine of the 42 students in 
the class went directly to staff paper and started writing. The others began by playing 
their instruments. When I observed the symphonic band do the same lesson, 12 students 
began composing aurally, with their instruments, and the remainder chose to work with 
staff paper. 
 After seven minutes, Ms. Terry asked for volunteers to share their melodies. Once 
she determined the key and the tempo, she droned the tonic chord on the piano, which 
added depth to each composition. To add textural variety on the piano, Ms. Terry 
arpeggiated the tonic chord while a student played a melody on trombone. Students 
indicated they were impressed at how the addition of moving notes underneath the 
melody made their music sound more interesting. She explained that this technique was 
an improvisation game she had learned years ago and that she was simply droning the 
tonic chord using different patterns.  
 Ms. Terry ended class by reminding the students that songs are memorable 
because of well-constructed melodies. She stated that a simple but well-crafted melody, 
such as “Ode to Joy,” may be restated continuously without ever losing a sense of 
freshness because the real substance of a composition is what keeps the melody 
invigorating.  
Reflections on Lesson 3. Scholars have suggested in the literature on music 




single approach that is appropriate for all (Burnard & Younker 2002, 2004; Folkestad, 
Hargreaves, & Lindström, 1998; Sloboda, 1985). This lesson affirmed that there are 
many ways to compose correctly as students were successful despite taking divergent 
approaches to composing a melody. The concept of melody was introduced and then 
reinforced through listening, creating, and performing. By using listening examples that 
were familiar, Ms. Terry encouraged students to construct new musical knowledge based 
on their previous experiences with famous melodies. Students gained conceptual 
knowledge and were able to meet the objective of the lesson within the time constraints 
of the single period. Ms. Terry used a pedagogical approach similar to the stop and 
question process described by Fautley (2004).  
Lesson 4: Ostinato. The next composition lesson occurred one week later on 
Wednesday, May 3, 2017. The main objective of this lesson was for students to 
demonstrate understanding of ostinato. To begin, Ms. Terry defined an ostinato as, “a 
pattern of musical notes that is repeated many times and can be used to enhance other 
musical figures.” She furthered clarified that an ostinato can be either rhythmic or 
melodic. Using student suggestions, she developed a rhythm pattern (see Figure 9). 
 
Figure 9. Student-generated Ostinato  
 
Source: Observation, May 3, 2017 
 




it a melodic ostinato. On the piano, she played the ostinato on the pitches F and C (see 
Figure 10), while the class clapped.  
 
Figure 10. Student-generated Pitched Ostinato 
 
Source: Observation, May 3, 2017 
 
 Ms. Terry played recordings of famous ostinati from multiple genres of music to 
add context to the demonstration. Her first example came from classic rock and was 
instantly recognizable as “Smoke on the Water” by the English rock band Deep Purple. 
The next exemplar was Herbie Hancock’s “Chameleon.” Hancock’s version featured a 
15-minute bass ostinato pattern that was clearly identifiable. She followed this with an 
example of layered ostinati, Charles Mingus performing “Haitian Fight Song.” Finally, 
Ms. Terry told them they would be listening to two more examples from classical music. 
She played “Mars” from “The Planets” by Gustav Holst and “Bolero” by Maurice Ravel. 
Both pieces clearly demonstrated the use of ostinato. 
 Ms. Terry explained that a primary concern when composing is how one handles 
layers. Afterward it was time for the class to build some of their own ostinati using one of 
her favorite things, food. She went to the board and wrote an ostinato with spoken words 




Figure 11. Ostinato with Spoken Word 
 
 
Source: Observation, May 3, 2017 
 
 She had the class speak the rhythm of the ostinato four times. Then, she drew on 
conceptual knowledge from a previous lesson to demonstrate that she could change the 
inflection in her voice to give the same ostinato a different timbre. She then experimented 
with the timbre by having the students perform the ostinato in a variety of ways including 
clapping, snapping, and patting their legs. She used combinations of sounds as well 
where students clapped the eighth notes and patted on their legs for all other notes. With 
each variation, Ms. Terry demonstrated how the same ostinato could be used in different 
ways.  
 Ms. Terry asked the students to form groups of four to six people. The next 15 
minutes were spent in student-chosen groups developing an ostinato. Ms. Terry passed 
out a worksheet (see Appendix F). The instructions on the worksheet were to create a 
two- to three-measure ostinato on a single pitch using food words. Students were 
instructed to work together in creating one ostinato for each group. 
The classroom became quite noisy. I watched as the groups passionately 
discussed not only what rhythms would be used but also what foods would be included. 




noted that many group discussions were centered around food rather than music. One 
group had a lively conversation about Mexican food and which items should be included 
in their ostinato. One member of the group encouraged his/her peers to consider using 
dynamics with their ostinato so that their composition would be unique among the class. 
Although on the surface this class would appear to be somewhat chaotic, a learning 
environment where students are free to share ideas is important for knowledge 
construction (Berkley, 2004; Fautley, 2004; Wiggins, 1999/2000; 2015).   
 Ms. Terry asked for volunteers to share their ostinato with the class, and the 
Mexican food group volunteered to go first. Their first performance resulted in raucous 
laughter. After the class regained their composure, Ms. Terry asked the group to try it 
again. They were able to perform their ostinato on the second attempt (see Figure 12). 
 
Figure 12. Student-generated Ostinato 
 
Source: Observation, May 3, 2017 
 
 After some words of encouragement for their effort, Ms. Terry called attention to 
the fact that the group used dynamics and vocal inflection to accent the word salsa. She 
added that she would like to create an additional ostinato as an accompaniment, and 







Figure 13. Teacher-generated Ostinato 
 
Source: Observation, May 3, 2017 
 
 She had the rest of the class perform the “chips” ostinato while the group 
performed their ostinato with it. After a couple times through, she had the class give the 
group a round of applause and asked for another group.  
A second group of students performed their ostinato accurately on the first attempt (see  
Figure 14). 
 
Figure 14. Student-generated Ostinato. Example 2. 
 
Source: Observation, May 3, 2017 
 
After their performance, Ms. Terry responded, “Wow, that’s a whole meal right there!” 
The class laughed and applauded the group for their effort.  





Figure 15. Student-generated Ostinato. Example 3. 
 
Source: Observation, May 3, 2017. 
  
They were unable to perform their ostinato on the first attempt because they started 
laughing. However, they were successful on the second attempt. The class applauded.  
Ms. Terry created a multi-layered ostinati by incorporating one measure from 
each group. Ms. Terry asked each group to write one measure on a large piece of paper 
which she taped together in three rows displayed at the front of the room (see Figure 16). 
 
Figure 16. Mulit-layered Ostinati From Student Work 
 
Source: Observation, May 3, 2017. 
 
 Ms. Terry divided the class into three parts based on where the students were 
sitting and assigned each group an ostinato. She rehearsed each group separately before 
putting the parts together. As the students chanted their parts, three ostinati were clearly 
audible. Every group was able to maintain a steady beat and perform their ostinato 
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simultaneously. All students were engaged during the activities. Smiles and laughter were 
plentiful, making it evident that they enjoyed creating and performing.  
Reflections on Lesson 4. This lesson involved using text to create an ostinato. By 
listening to examples from music that was familiar, students were provided with context 
on which to construct new knowledge during this lesson. I saw that student groups were 
able to work through Fautley’s (2005) phases of group composition in order to complete 
their composition tasks. Groups planned, shared ideas with peers, made revisions, and 
practiced as they prepared for their performance. In addition to the success of the lesson, 
I was surprised by how much fun students had in the process.  
Lesson 5: Texture. The next composition lesson occurred on Wednesday, May 
10, 2017, only one week after the previous lesson. Although the lesson was taught in both 
wind ensemble and symphonic band, I observed only the symphonic band. During this 
Elements of Music (EOM) lesson, students learned about monophonic, homophonic, and 
polyphonic textures. This lesson was taught by Ms. Justine (pseudonym), Ms. Terry’s 
student teacher. Ms. Justine had been at Apple Valley High School for the entire spring 
semester and was nearing the end of her practicum.  
 Ms. Justine began the class with a discussion. She asked the students to think of 
words that might denote texture. She then asked the students to describe the texture of 
specific objects in the room. Ms. Justine pointed out that all these words students used to 
describe the texture of a chair or pair of socks are related to how something “feels.”  
In music, texture is felt through the act of hearing. Ms. Justine contended that 




layers of sound that musical qualities are perceived. She connected her interpretation to a 
piece of music that the ensemble was working on for their end-of-year performance, 
“Summer Dances” by Brian Balmages. She called attention to sections in the piece that 
could be considered thick or thin textures. Students nodded to show understanding. Ms. 
Justine made a connection with the students’ previous knowledge by referring to music 
the students had experience playing.  
 As she passed out a worksheet (see Appendix G), Ms. Justine explained the 
differences between monophony, homophony, and polyphony. She referred to 
monophony as the most minimal texture possible, one voice or one sound. She played an 
example of Gregorian chant to add context to her explanation. Ms. Justine added that if 
two voices were doing different things, it would be considered homophonic. She moved 
to the piano to demonstrate a two-voiced, homophonic texture. Ms. Justine described 
polyphony as having many voices or melodies. She referred back to “Summer Dances” 
by Brian Balmages. She reminded students that a challenge they faced in performing that 
piece was the textural layers in the closing section. Students nodded and smiled as they 
clearly understood what she was referring to. 
 Following the discussion, students composed with texture in mind. Ms. Justine 
instructed the students to incorporate melodies they had written from the previous lesson, 
or to compose a new one. For this assignment, students were to write a short, 
monophonic melody. Additional lines were to be composed to be performed with the 




Before the students began to work on the assignment, Ms. Justine asked for a 
volunteer to share a melody. A flute player shared a melody written for a previous 
assignment (see Figure 17). 
 
Figure 17. Student-written Monophony 
 
Source: Observations, May 10, 2017 
 
Ms. Justine then asked the class how to make the melody monophonic. After a student 
responded that it was already monophonic, Ms. Justine affirmed that was the correct 
answer. Then she questioned, “what happens if we add a chord progression under the 
melody?” (see Figure 18). 
 
Figure 18. Example of Homophony  
 
Source: Observations, May 10, 2017 
 
After adding a chord progression and arriving at a melody and accompaniment, a student 




Justine played the same melody with a counter melody (see Figure 19) and asked if this 
would be considered polyphonic.  
 
Figure 19. Example of Polyphony 
 
Source: Observations, May 10, 2017 
 
The class agreed that the use of countermelody made the piece polyphonic. Ms. 
Justine then gave the class 15 minutes to complete a composition task. Students were 
asked to write a short melody. Next, they were to compose one or two more lines to make 
the piece either homophonic or polyphonic. Ms. Justine gave students the option to work 
with a partner if they wanted. As the students composed, she monitored the class and 
answered questions.  
 After 15 minutes, Ms. Justine asked for student volunteers to share their work. 
Students gave Ms. Justine their compositions so that she could play them for the class on 
the piano. After playing each example, Ms. Justine asked the class if the examples were 
homophonic or polyphonic. The class generally agreed, demonstrating understanding of 





Figure 20. Student-written Homophony 
 
Source: Observations, May 10, 2017 
 
 Ms. Justine asked if anyone had written a polyphonic composition. Jessica 
volunteered to share (see Figure 21).  
 
Figure 21. Student-written Polyphony 
 
Source: Observations, May 10, 2017 
 
I observed this dialogue between Jessica and Ms. Justine: 
Ms. Justine: Jessica, tell us about what you wrote. 
Jessica: I wrote a piece for a trombone trio.  
Ms. Justine: Okay, let’s hear what the melody line sounds like (Ms. Justine plays 
the top line on the piano). 
Jessica: Ms. Justine, it’s supposed to swing. I wrote this as a jazz trio. 
Ms. Justine: Oh, that is interesting, why did you choose to write for jazz 
trombone. 
Jessica: Because that’s my favorite style of music, and trombone is my favorite 
instrument.  
Ms. Justine: Well, swinging will definitely change how this sounds. Let me try 




Jessica: Yes, that was good. 
Ms. Justine: So, tell me about how you approached this assignment. 
Jessica: I started by writing the top line. That was just a melody I was singing in 
my head. Then, in order to make it homophonic, I added the second line with the 
same rhythm, but put it on different notes to make harmony. Last, since this was 
jazz, I wanted to make some sort of bass line. I figured that would make it 
polyphonic. 
Ms. Justine: That’s very good reasoning. Let’s hear what all three parts sound 
like together. Jessica, can you play the top line with me as I play the bottom two 
on piano? 
Jessica: Yes 
(They played the composition) 
Ms. Justine: Well, that sounds totally different; let’s all give Jessica a round of 
applause. 
(Observations, May 10, 2017) 
 
 Now that the students appeared to have a grasp of the concept of texture, Ms. 
Justine spent the last part of class on a worksheet. Musical examples were played, and 
students were asked to circle monophonic, homophonic, or polyphonic. Additionally, 
students were to rate the thickness of the musical texture on a scale of 1 to 10 with 1 
being very thin and 10 being very thick. The examples used were Lava from the Disney 
Pixar short film, the Pentatonix version of “Mary Did You Know,” and Gustav Holst’s 
“Mars.” After each example, Ms. Justine polled the class as to whether the texture was 
monophonic, homophonic, or polyphonic. Students generally agreed as to the textural 
quality, demonstrating understanding. 
Reflections on Lesson 5. I observed that students were less enthusiastic about this 
lesson than they had been during previous composition lessons. Ms. Terry generally 
brought a sense of passion for composition that was easy to observe. Ms. Justine did not 
exude that same level of energy. The difference in teaching style might have been a factor 




order than all previous lessons. In previous lessons, listening was used as an opening 
activity to provide context. In this case, however, listening was used in tandem with a 
worksheet as an assessment to gauge student understanding. 
Lesson 6: Create a Melody with Noteflight. This lesson occurred in the wind 
ensemble just two days later, on Friday, May 12, 2017. The primary objective of this 
technology-based lesson was to encourage students to compose melodies using Noteflight 
software on iPads. The majority of this lesson was spent getting students familiar enough 
with the notation software so that they would be able to compose a melody, save their 
work, and hear the song played back. 
 When each student had an iPad, Ms. Terry asked the class to open the MusicFirst 
app. MusicFirst is a cloud-based service that supports music activities. MusicFirst allows 
teachers to give assignments that can be completed and saved on a school or individual 
account. Noteflight notation software is integrated into MusicFirst. When everyone was 
logged in, Ms. Terry told all the students to click on the link titled “Assignment 1: Create 
a Melody.”  
Upon opening the assignment, the students found a brief tutorial about how to edit 
within the Noteflight program. The instructions contained directions about hearing their 
work using the playback feature. In the first assignment, there were three separate 
templates provided to foster composition activities. For assignment 1A, melodies were to 
be stepwise. For assignment 1B, melodies were to avoid stepwise motion and use leaps 




motion with leaps where appropriate. On each template, there was a button to save and to 
share (turn it in) when finished.  
Ms. Terry anticipated that this lesson would take the remainder of the class period 
and part of the next. Because the assignment was self-paced, students could read the 
instructions for each section themselves and complete the required activities. This 
allowed the teacher to scaffold students who needed assistance. 
 Although she did not explicitly review how to use Noteflight, Ms. Terry reminded 
the students that they had worked in Noteflight before. As they began to work, she 
reminded them of the search function, which would help students find any operation that 
they could not remember how to use. She requested that everyone try the search function 
before asking questions. She said that she would take composition-related questions but 
would rather not take software questions until students had tried to discover the answer 
for themselves. She also reminded students that they would need to use their personal 
headphones in order to hear their work played back in Noteflight.  
 Although the class was given 20 minutes to work individually, Ms. Terry said that 
she hoped they would complete 1A and 1B so that lesson 1C could be completed during 
the next class. Students put on their own headphones and began to work on their 
assignments individually.  
 From where I was sitting, I could see that the class was engaged in their 
composition work. The band room was fairly quiet because Noteflight allowed the 




students were able to complete their assignment within the 20-minute time frame. Ms. 
Terry gave me teacher access in MusicFirst so that I might view the students’ work.  
 Students appeared to complete Assignment 1A with little difficulty. Kimberly 
drew on information from previous lessons to compose her piece (see Figure 22).  
 
Figure 22. Noteflight Assignment 1A: Kimberly 
 
Source: Noteflight, May 12, 2017 
 
Kimberly’s melody shows unity though the use of similar rhythmic figures throughout 
the first four measures and the final two measures. Variety is shown in the fifth and sixth 
measures with the use of rests. Kimberly’s work met all the parameters of the assignment. 
 Toward the end of the class, Ms. Terry instructed the students to save their work 
and submit it if finished. Since MusicFirst is cloud-based, the students’ work would be 
accessible the next time the students logged in. Students brought their iPad to the front of 
the room and placed it back on the cart as they packed up their belongings for the day. 
 Reflections on Lesson 6. Pedagogical procedures for this lesson followed laissez-
faire procedures as described by Fautley (2004) because the students were at the center of 
creative activity. Ms. Terry facilitated creative thinking by offering encouragement while 




all the conceptual information learned in previous composition lessons. From a 
constructivist view, as students composed, they drew upon what they had previously 
learned, and schemas became richer and denser through experience. The use of 
technology was effective for actively engaging students in composition (Kardos, 2012; 
Savage and Challis, 2001). The playback feature in Noteflight provided what Fautley 
(2005) called a work-in-progress performance. As students listened and revised what was 
composed, experience was gained, and knowledge was constructed.  
Lessons 7-10: Self-paced Noteflight Assignments. This series of lessons 
occurred daily from May 16 – 19, 2017, the week before final examinations. Assignments 
were ongoing over the span of four days, so the information will be presented in one 
vignette based on my observation of the wind ensemble. During each of the four days, 
students arrived at class, checked out iPads, and worked independently on their 
assignments. 
Assignment 1. When the students logged into their MusicFirst account, they 
found five assignments for completion. Assignment 1A, 1B, and 1C were the same as the 
previous day. The class was instructed to work through each lesson and complete as 
many assignments as they were able. Ms. Terry reminded the class that although these 
were to be turned in as individual assignments, collaboration with other students was 
always welcomed and encouraged. Students were then given the remainder of the period 





Students exhibited signs of creative thinking and musical understanding in these 
assignments. Jared, for example, opted to use accidentals, placing his melody in the key 
of C minor (see Figure 23). 
 
Figure 23. Noteflight Assignment 1A: Jared 
 
Source: Noteflight, May 19, 2017 
 
Jason obscured the tonality on his composition (see Figure 24).  
 
Figure 24. Noteflight Assignment 1A: Jason 
 
 Source: Noteflight, May 19, 2017 
 
He chose to use both leaps and steps, which indicated he placed greater importance on 
how the piece sounded than to follow the assignment parameters. In addition, Jason put 
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measures return to the predominance of C major tonality. Steve experimented with 
rhythm in his melody (see Figure 25).  
 
Figure 25. Noteflight Assignment 1A: Steve 
 
Source: Noteflight, May 19, 2017 
 
Steve incorporated an abrupt tempo change from 164 bpm to 120 bpm in his melody. The 
use of triplets going into quintuplets gave the feeling of acceleration and deceleration and 
obscured the pulse.  
Assignment 1B required the students to write an eight-measure melody that used 
leaps or intervals. Brian used a simple motif in C minor to build his melody. The motif is 
repeated in varied form in measures 3, 5, and 7 (see Figure 26). 
 
Figure 26. Noteflight Assignment 1B: Brian 
 




Kurt created a melody that alternates between the tonic and dominant in the key of C. He 
added cadential harmony on the last two notes to outline the tritone in the dominant seven 
resolving to the tonic in C (See Figure 27). 
 
Figure 27. Noteflight Assignment 1B: Kurt 
 
Source: Noteflight, May 19, 2017 
 
 The objective outlined in assignment 1C was to compose an eight-measure 
melody using steps, skips, and leaps. The directions were to create contour to the melody 
and use leaps sparingly. Julia discovered how to change her playback instrument to 
marimba and wrote her piece for a solo percussionist. She used rolls on a C major chord 




Figure 28. Noteflight Assignment 1C: Julia 
 
Source: Noteflight, May 19, 2017 
 
 Students showed a wide range of approaches to these assignments. Kratus (1994, 
2001) suggested that providing constraints on compositional tasks helped to scaffold 
students. In this case, students were able to complete these short assignments with little 
difficultly. Creative thinking was demonstrated through choices made in regard to 
tonality and rhythm. These examples of student work confirmed to me that conceptual 
understanding of melody was well established from previous lessons.  
Assignment 2. Assignment 2 (composing with a motif) had three parts: retrograde 
and inversion, repetition and sequence, and diminution and augmentation. As the students 
opened the assignment in MusicFirst, they saw that Ms. Terry had provided a written 
tutorial which gave a brief definition of each musical term. Afterward, the students were 
instructed to complete three short composition exercises. For the first portion of the 




Along” using either retrograde or inversion or a combination of both. Charles placed the 
first two measures in retrograde while returning to the original melody in the next two 
measures (see Figure 29).  
 
Figure 29. Noteflight Assignment 2A: Charles 
 
Source: Noteflight, May 19, 2017 
 
The fifth and sixth measures return to the retrograde form while the last two measures 
were placed in inversion. 
Assignments 2B and 2C incorporated Antonín Dvořák’s theme from Symphony 
No. 9 in E minor, "From the New World", Op. 95. The objective of this lesson was to 
create a variation on the theme by incorporating repetition and sequencing. Alex took the 
opening measure from Dvořák’s theme and used sequencing by modulating up one step 







Figure 30. Noteflight Assignment 2B: Alex 
 
Source: Noteflight, May 19, 2017 
 
The opening statement is repeated in the fifth measure and sequences down a step in the 
following measure.  
The objective of Assignment 2C was to employ the motive and create a variation 
using both diminution and augmentation. To complete the assignment, Alex used 
diminution (See Figure 31).  
 
Figure 31. Noteflight Assignment 2C: Alex 
 
Source: Noteflight, May 19, 2017 
 
In the next phrase, he augmented the motif by using half notes and whole notes. This 




established melodies, students were able to focus only on the task of using retrograde and 
inversion, repetition and sequence, or diminution and augmentation.  
Assignment 3. The objective of Assignment 3 was to be able to compose with 
non-pitched percussion. The assignment was to create a composition for non-pitched 
percussion instruments that was at least four-measures long. Students were encouraged to 
experiment with different instruments sounds.  
 The template for the assignment was set up for congas and cowbell. Kurt chose to 
write for this instrumentation (See Figure 32).  
 
Figure 32. Noteflight Assignment 3: Kurt 
 
Source: Noteflight, May 19, 2017 
 
Kurt used a standard Latin percussion rhythm in the cowbell and added a rhythmic 




She took four standard rhythms from the rhythm chart and assigned them to various 
instruments (see Figure 33).  
 
Figure 33. Noteflight Assignment 3: Kimberly 
 
Source: Noteflight, May 19, 2017 
 




a different timbre based on which rhythm was played on each instrument. 
There is evidence in both these examples of student work of transferring the 
conceptual knowledge from both the rhythmic layers and timbre lessons. Kurt has 
demonstrated an understanding of how rhythms can be layered to create something 
interesting. Kimberly is experimenting with different timbres in each measure while 
keeping the composite rhythm the same.  
Assignment 4. The objective of Assignment 4 was to compose with the pentatonic 
scale. The assignment was to compose an eight-measure composition for a pitched 
percussion instrument using only the notes from the pentatonic scale. Students appeared 
to complete the assignment with little difficulty. Blake used syncopated rhythms with C 
pentatonic scale in his assignment (see Figure 34).  
 
Figure 34. Noteflight Assignment 4: Blake 
 





This example of a pentatonic melody shows an implicit understanding of many of 
the compositional concepts explored over the course of all the lessons. First, he met all 
the parameters of the assignment using only the notes from the pentatonic scale provided 
in his eight-measure composition. Additionally, he constructed a melody that exhibited 
the qualities of a good melody, as previously outlined by Ms. Terry, containing unity, 
variety, and mostly stepwise motion.   
Assignment 5. The final assignment in the set of self-paced Noteflight 
assignments was the most difficult. The objective was to compose with harmony using 
the song “Amazing Grace.” The tutorial for this assignment showed the melody for 
“Amazing Grace” with chord symbols above. 
 Many students had a difficult time with this assignment. This was the first 
assignment of the year where the objective was composing with harmony. Only seven 
students completed this assignment. Jason added a grand staff for piano and blocked the 






















Source: Noteflight, May 19, 2017 
 
Jason opted not to use the treble clef part of the grand staff, but he did fulfill all the 
parameters of the assignment.  






















Source: Noteflight, May 19, 2017 
 
Kurt demonstrated some intuition as a composer. He used several passing tones to 
connect chord tones. In the final bar, he delayed the resolution of the final chord until 




 These examples of student work show that students were able to think creatively 
about music. Whereas these short assignments emphasized process over product, as 
suggested by Hickey (2012) for beginning composers, these students demonstrated they 
were also thinking about the musical product. Kurt demonstrated thoughtful 
accompaniment parts that outlined the chords as dictated in the assignment parameters 
but also added harmonic and rhythmic interest.  
Students worked independently on the five assignments over the course of the 
four-day period. Students were generally on task; however, toward the end of the third 
and fourth day, it became clear that students interested in composing were doing so, and 
those who were not interested had moved on to other things. Whereas some students got 
out their cell phones and were noticeably off task, other students played with sounds in 
Noteflight. Although Ms. Terry could hear that students were off task, she did not scold 
them; she only replied with encouragement. Each day ended with Ms. Terry collecting 
the iPads. She was always kind in thanking them for their hard work that day and wishing 
them well as they walked out the door. 
Reflections on Lessons 7-10. In these lessons, Ms. Terry demonstrated qualities 
of excellent teaching from music education literature and research such as emphasizing 
process over product (Hickey, 2012) and maintaining student agency (Barrett, 2006). 
Whereas the earlier EOM lessons followed mostly the stop and question method, these 
lessons followed laissez-faire procedures (Fautley, 2004). Students were at the center of 
all creative activity and had the freedom to explore the composition exercises as they saw 




Students also knew that their overall band grade would not be affected by the outcome of 
these assignments, so many did not complete all of them. I asked Ms. Terry after the 
series of lessons why she did not address students who were doing other things in 
Noteflight. She responded that she wanted to maintain their enthusiasm and did not want 
to dictate how students would approach composition and, most importantly, did not want 
negative feelings associated with the activity.  
Conversations with Stakeholders 
I sought interviews from several stakeholders about their experiences with 
composition in the band curriculum at Apple Valley High School. This group comprised 
Ms. Terry, current students, and alumni (See Appendix H). My goal was to accurately 
report the perceptions of each stakeholder.   
Ms. Terry. Ms. Terry provided critical information about her background as well 
as educational and professional experiences that illuminated her development as a music 
educator. Ms. Terry was interviewed at the beginning of the study. Additionally, I spent 
at least six additional hours with her over the course of the year talking informally about 
her experiences teaching composition.  
 When asked how she got started with composition, Ms. Terry credited her 
childhood upbringing and elementary music experience as the real starting points in her 
musical journey toward teaching composition. As a child, she was allowed to play the 
family piano years before she took piano lessons. It was something that she was curious 
about and was given the freedom to experiment. She expressed to me that this license to 




apprehension about creating music. From her musical beginnings, she associated 
improvisation as something that she did with music.  
 During elementary school, Ms. Terry had a classroom teacher who used musical 
games. There were many opportunities to incorporate movement with music and to play 
various improvisational games. As a music student, she embraced creative activities. She 
noted that although there are certainly aspects of practicing that are based on ritual, she 
never considered practice to be ritualistic. Rather, she viewed practicing as an enjoyable 
activity where she got to play with sounds.  
 During middle school, Ms. Terry gravitated toward jazz piano as improvisation 
had always been a part of her musical identity. She stated: 
I have a lot of background in jazz improvisation that I know that I bring to the 
table, and I mean like being a kid and sitting in jazz improv workshop after 
workshop. I went to seven straight summers of jazz camp, so I had seven different 
times and different levels, middle school through high school, being like, make 
stuff up like this, make stuff up like that, put yourself out there. (Interview, 
August 28, 2016) 
 Ms. Terry had two friends who influenced her. At the time of this study, one of 
these friends had a master’s degree in improvisation from Mills College. The other never 
received a college degree but was an accomplished musician who played bass in a tango-
rock band as well as drums in a punk band. Ms. Terry described him as a “jack-of-all-
trades sort of musician” (Interview, August 28, 2016). She performed regularly with 




We would hang out on the weekends and play jazz combo basically and make up 
stuff in the barn and record it and try to get weird sounds. We’re always creating 
weird stuff, making movies, and making movie soundtracks to them. That’s the 
stuff we geeked out on for like eight years. So that helps influence me. (Interview, 
August 28, 2016) 
That was her social network for the latter part of elementary school through high school.  
 After completing her undergraduate degree in music education, Ms. Terry moved 
to California and began teaching at Apple Valley High School. As a young band director, 
Ms. Terry occasionally tried to incorporate some elements of composition in her band 
program. According to her, “It wasn't as organized or as based in research or the work of 
others, but I was young and stupid and fearless and I just tried stuff” (Interview, August 
28, 2016). She incorporated simple composition activities such as writing a simple 
melody in groups.  
 It really was not until after she started a summer graduate degree program at a 
university in the Midwest that she discovered a passion for teaching composition. Ms. 
Terry told the story:  
We were being introduced to the National Standards and being challenged as a 
group of students to make sure that we were teaching these standards to our 
classes. I immediately thought “how am I going to teach composition to my 80-
piece Symphonic Band class.” I kept thinking about this over and over again and I 
was just really stumped and frustrated. I went to my teacher during office hours 




classroom?” I felt like in my undergraduate studies I had a great overview but 
never really knew practically how to apply these standards in my “traditional band 
classroom.” He didn’t have the answer and I was floored that he wouldn’t just tell 
me how I was going to do it. He said something to the effect of “we came up with 
the National Standards and now we challenge you all to go out and figure out how 
to make them work in your classrooms. (Interview, August 28, 2016) 
 Ms. Terry credits the faculty, who are leading researchers on creativity and 
composition, with this turning point in her career. She went on to say “I found that day 
that that was my mission. How can we implement these National Standards in to our 
classrooms…and for me in a traditional band program” (Interview, August 28, 2016). 
Since then, she has made it a point to incorporate composition regularly in her band 
curriculum.  
 It is clear from talking to Ms. Terry that the composition aspect of her program 
has changed and developed over time. It has not all gone smoothly. In fact, Ms. Terry 
noted about herself: 
I don't think I am the poster child for composition and improvisation. I don't think 
the last few years I have been consistent or great about integrating these activities 
into my classroom, but I do know that I do more than others because most do 
none. With that said, I do it because it’s a core part of my musical self and we all 
infuse our musical selves and personalities into our classrooms. It’s also part of 
my core philosophical beliefs about music education. I also believe that those of 




classroom to develop strategies and teach others or these activities won't be 
integrated into classrooms. (Interview, August 28, 2016) 
Speaking with Ms. Terry illuminated the experiences that led her to a curricular 
approach where composition was taught in a performance-based band setting. This 
included her early influences, her views on composition, and her thoughts on what 
students learn in the process. Additionally, information was gained on how she 
practically executes composition lessons in this setting.  
Student perspectives. To gain the perspective of students, I interviewed seven 
current participants in the band program and two alumni. Conversation Guides were used 
during interviews (see Appendix E). 
Jessica. Jessica was born in the Bay Area of California. At the time of this study, 
she was 15 years old and a sophomore at Apple Valley High School. Jessica started 
music in the 7th grade in the beginning band class at her junior high school. Her primary 
instrument was the trombone, but she has also had experience playing the euphonium. In 
her spare time, she was learning the cello and ukulele. Despite never having taken 
lessons, Jessica progressed to being a trombone player in the Symphonic Band at Apple 
Valley High School. She also played in Jazz Band 2 and Jazz Combo 3.  
When I asked her about composing in band, Jessica did not view the composition 
curriculum at Apple Valley as a large portion of her band experience. In fact, she felt like 
there was more time spent discussing aspects of theory. She said, “I think it is really fun, 
but music theory is really complex, so I guess we spend a lot of time talking about music 




15, 2017). Jessica said that understanding music theory was her biggest challenge when 
composing.  
In spite of these challenges, Jessica expressed positive feelings for composition 
itself. She said: 
I like the freedom. You can compose jazz, you can compose anything really. You 
can make anything sound as you want, but it takes specific chords, you know, to 
make it sound really beautiful. You can’t just randomly put random 
instrumentation and chords. (Interview, February 15, 2017) 
Describing her approach to composition, Jessica stated: 
When I try to compose, I usually start off with melody, and then after a while, it’s 
like, oh I could end here, but really, I know I cannot end here. It doesn’t tie up. 
After I think I’m done with the melody, I try to add a bass line. Say I would have 
ascending eighth notes and in the bass line I would try to put descending eighth 
notes to counter, but I don’t really know what that does. And I try to use my ears 
to see which notes go well together, but I should really catch up on chords. 
(Interview, February 15, 2017) 
 Jessica did not see any negative aspects to composing in band and did not think 
the ensemble suffered any negative effects. This was largely because she felt they 
composed only “once in a blue moon” (Interview, February 15, 2017). This was an 
understandable viewpoint as Jessica has only experienced composition in band a few 
times at the point the statement was made.  




an awareness of timbre from experimenting with sounds in composition lessons 
benefitted members of the ensemble as listeners. These skills could then be applied in 
ensemble rehearsals. She also thought composing built understanding for the composition 
process, and the thoughtfulness that composers put into every part. She said, “Composing 
is really fun, and gives an insight into composers work. They’re not just playing or 
writing it mindlessly” (Interview, February 15, 2017). 
 Jessica expressed that other bands should have composition experiences. She 
wished that within the Apple Valley High School Band they were able to compose more 
often and for greater lengths of time. She felt the lessons experienced over the course of 
this year were too brief. Although she wanted to learn more, Jessica did not compose on 
her own outside of school. 
Richard. Richard was a native of California’s San Francisco Bay Area. He started 
piano lessons at age six. His musical experience with piano was centered on reading 
music, never writing music. He never expressed any interest in writing his own music as 
a child. Richard continued to take piano lessons at the time of the study and had 
progressed to an advanced level; however, his main focus shifted from piano to 
saxophone. 
Richard had been a student of Ms. Terry since the 6th grade, when he began 
playing saxophone. At the time of this study, Richard was a 15-year-old sophomore at 
Apple Valley High School. He played the baritone saxophone in the wind ensemble, the 
top band at Apple Valley High School.  




explained, “You get to do whatever you want, I think. And you don’t have to follow any 
rules of, like, you have to play a quarter note right now. You can play whatever you 
want” (Interview, January 27, 2017). He expressed feelings of pride regarding ownership 
of a creative product. He stated, “It’s yours, like I wrote that. So, you can be proud of 
that” (Interview, January 27, 2017). Richard added that composing helped him in other 
areas of his music. He said:  
By composing your own music, you find, especially with other people, they come 
up with things that you wouldn’t think of, and like different rhythms that you’re 
like oh, that sounds really cool, and that can help you in your sight reading or just 
the notes in general, the patterns that you do can help you with whatever type of 
music you are trying to do. (Interview, January 27, 2017) 
 Richard did not feel as though the time spent composing had hindered the band’s 
ability to perform in any way. He suggested that composing could help band members 
recognize patterns in music and thus improve sight reading abilities. Richard thought that 
the time constraints of composing during band class periods were a challenge and that 
projects that required composing at home might be successful.  
Outside of school, Richard composed an original piece for piano in order to get a 
Boy Scout music badge. He said that he valued this composition because he had 
completed it independently, without any parameters from a teacher. He said, “I 
particularly like that because it wasn’t for school, and I had my own time to do it, and it 
didn’t have to be on a particular instrument, it could be computer generated, so that was 




Leslie. Leslie started taking piano lessons at age four. As a child, she enjoyed 
making up melodies on the piano more than she enjoyed practicing. She found this to be 
an enjoyable activity to do with her sisters at home. In school, she started to learn the 
saxophone and the flute before settling on the trombone as her main instrument. At the 
time of this study, Leslie was 16 years old and a junior at Apple Valley High School. She 
played in the Wind Ensemble, Jazz 1, and Jazz Combo. It was clear that Leslie loved 
music. During my observations, she was always smiling and engaged.  
 Leslie expressed that as a child, she would attempt to create melodies at a piano 
because she found it easier to create than to read music. She remembered always having 
been somewhat interested in composition but expressed a sense of self-doubt that was 
holding her back. She said: 
I want to compose like a lot, but I’m just like not confident in composing because 
I’m a perfectionist. So, I want it to be perfect right as I write it down, so that’s 
kinda what’s stopping me from composing more. (Interview, February 15, 2017) 
When asked about composing in band, Leslie was quick to point out the social 
aspects. She likened it to playing with her sisters on the piano as a child. She said, “We 
usually do it in groups. So, I think it’s like really fun, ‘cause, a lot of people in wind 
ensemble are my friends. So, just to get together with the group of people and just make 
up music” (Interview, February 15, 2017). Leslie recalled a particularly enjoyable 
assignment from a previous year where her group layered a melody that they wrote with 
that same melody played backwards. She expressed how much fun her group had 




In addition to the social aspects, Leslie also enjoyed the inherent satisfaction she 
received from composing. She said, “I like that it’s my product, and there’s a moment 
when you come up with something where people are like oh, that’s really cool, I might 
try that. So, I like when that happens, it’s a cool thing” (Interview, February 15, 2017). 
The enjoyment Leslie received composing prompted her to arrange a piece for jazz 
combo. She heard a song on Spotify, a music streaming app, that she thought would work 
well for jazz combo. She transcribed it from the recording and then arranged it for the 
jazz combo to play.  
Leslie did not feel that the time spent composing during the Wind Ensemble class 
had a negative effect on their ability to perform. She said: 
I don’t think it affects us so much because we are on block schedule, so we can 
split it up. Or, I feel like wind ensemble is pretty proficient at learning their music 
when they need to. So, I don’t think it affects us as much as other bands because 
we have pretty good players in that ensemble. (Interview, February 15, 2017) 
 She went on to suggest their experiences composing helped the Wind Ensemble to 
perform better. She was concerned that an ensemble of lesser ability might experience 
negative effects if time was spent composing rather than rehearsing for performance. 
Leslie expressed that other bands should have composition experiences if a skilled band 
director were able to teach it: 
If the director has a grasp of what they’re doing and they understand it, they 
definitely should do it because it gives the performers … at the high school level, 




not have. So, I think it would benefit the director and the students as well. 
(Interview, February 17, 2017) 
Based on my analysis, Leslie demonstrated creative thinking when composing. 
For example, I noticed that Leslie chose to begin and end with C natural while writing in 
the key of C flat (see Figure 37).  
 
Figure 37. Noteflight Assignment 1C: Leslie 
 
Source: Noteflight, May 19, 2017 
 
In this composition, Leslie frequently employed chromaticism to obscure the tonality. 
When I asked Leslie about this, she said: 
I wanted to practice using different key signatures just ‘cause I thought that would 
be cool and you don’t necessarily see it in our music. And then, I thought I could 
use C naturals and then in the middle have C flats which I did for one. And then, 
the reason it goes between the naturals and stuff is ‘cause I like the half steps and 
it sounds pretty cool. (Interview, May 18, 2017) 
Leslie was happy with composition lessons at Apple Valley High. However, she 
wished that there had been more time spent composing and that their lessons were spaced 
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out more evenly. She liked finishing the school year with a lot of composition activities. 
When asked if she thought the band should compose more or less, she replied: 
I feel like more. There were times at the beginning of the year where, it was like 
marching season, and there weren’t any really performances coming up where we 
could have composed and that would have helped our musicianship more in the 
end. But, other than that, I feel like at the end of the year, it was the perfect 
amount of time. (Interview, May 18, 2017) 
Leslie felt she had grown as a composer and a musician over the course of the 
year. At the close of this study, Leslie told me she was considering a career in music after 
high school. 
Robert. Robert had been a student of Ms. Terry for many years. At the time of 
this study, he was a 16-year-old sophomore. He had been in trombone lessons since he 
started the instrument in the 6th grade. Robert was a proficient trombone player, having 
earned a place in the Wind Ensemble at Apple Valley High School. 
Robert did not see the importance of composing as part of the band curriculum. 
He said:  
Personally, I don’t think it’s that important in wind ensemble or a concert setting. 
Jazz band I think it’s really important. Jazz revolves around solos. And written 
solos are not nearly as good as improvised solos, just my opinion. I don’t think 
they have a place in concert…. Concert [band] is more to play the piece you are 
given, play the classics, sort of just carry on the tradition of classic playing, and 




Robert saw composition in the concert band setting as a way to give a fundamental 
understanding of composition to those in the Apple Valley High School Band that wanted 
to be composition majors in college. He expressed:  
The composing is really important ‘cause in the band program there are a lot of 
people that want to compose as a career. They want to go into music and while 
we’re working on composing, it also gives us basic background of the notes, the 
sounds, the different feeling of each note and instrument. So, it’s nice to know. I 
don’t think it’s that important though, unless you’re hoping to get a career in it. 
(Interview, January 27, 2017) 
 Robert viewed composition as a creative endeavor, and he found it to be fun for 
the most part. He said, “Composing is a lot of fun, a lot of creativity that you are able to 
put into it. I don’t know, I wouldn’t say it’s my favorite thing in the world, but I do find it 
fun” (Interview, January 27, 2017). Robert found value in learning about how the other 
instruments sounded. He explained: 
So, for every year except this year, I sort of thought it was useless, what’s the 
point of learning composition if you’re not going to be a composer when you’re 
older? But, this year, it’s really helped me to know where I fit in within the 
musical spectrum and it’s just nice to know what each instrument sounds like. 
(Interview, January 27, 2017) 
Robert did not feel that spending time composing had a negative impact on the 
Wind Ensemble. In fact, he thought they performed better because of their time 




I think it’s definitely affected performance positively. When you’re playing 
music, all of it goes back to basics. And, when you’re learning composition and 
improv, that takes those basics and improves them quite a bit. So that just makes 
the band better basically. (Interview, January 27, 2017) 
When asked if the band would have been able to perform better with more rehearsal time, 
he responded, “Of course the band could have been better with more rehearsal time, but 
not without taking away from the creativity” (Interview, January 27, 2017). He also 
recognized that composition helped students in other musical roles, “When you’re 
working on composing, it definitely helps when you’re listening. It lets you appreciate it 
a lot more, and you’re able to see what they’re doing and take ideas from that and put it 
into your own music” (Interview, January 27, 2017). 
Composition was not Robert’s favorite activity, but it was clear that he valued the 
creative aspects of it. When doing the self-paced Noteflight assignments, he spent a lot of 
time experimenting with the sounds that were possible. He experimented with the 
software to hear every possible sound, including those that were out of normal instrument 




Figure 38. Noteflight Assignment 1C: Robert  
 
 
Source: Noteflight, May 19, 2017 
 
During my observations, I perceived that Robert was off task. He had removed his 
headphones in order to listen to the playback through the iPad’s external speakers. I saw 
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that he was excited to share his work with the people around him, and that his 
experiments with sound sparked laughter. He claimed that he was intrigued by the fact 
that the computer played notes in extreme ranges. When I asked him what his thought 
process was for these assignments, he explained:  
Well a lot of composition, I mean composition isn’t all for band settings. It’s not 
all for jazz, it’s not all for classical. A lot of its electrical. And things that you 
couldn’t do in real life, you could pull off using electronics. And so, that’s what 
that is. A guy is very rarely going to ever hit that note, and a tuba, I don’t think 
it’s possible to hit that note. (Interview, May 19, 2017) 
Robert never wavered in his opinion that composing was his least favorite part of 
band. However, he admitted there was value to it, particularly the creative choices he got 
to make with electronic media. In spite of this, he would have preferred that composition 
not be part of the curriculum.  
 Kurt. Music had always been an important part of Kurt’s life. He began piano 
lessons at five years old. In middle school, he began learning the trombone, changed to 
percussion, and then settled on French horn. At the time of the study, Kurt was a 17-year-
old junior who played French horn in the Wind Ensemble and piano in Jazz Band 1 and 
Jazz Combo.  
 Kurt expressed interest in both composition and improvisation. Even in his early 
years, much to his piano teacher’s dismay, he liked to improvise and write songs. Kurt 
valued the composition and improvisation experiences at Apple Valley High, particularly 




It’s probably one of the reasons I actually do band, just ‘cause I like playing with 
my friends, especially in jazz combo. I think there’s a lot more freedom, and I like 
playing piano more ‘cause you get to, you know, when you’re comping you can 
do what you want, and you get to do fills and that sort of thing, which is what I 
think is the fun part. (Interview, January 27, 2017) 
When composing in band, Kurt enjoyed the evolution of a piece of music. He said: 
I like hearing what you’re making kinda come to life, I guess. I’ve been 
composing for a long time, but you know you can’t hear anyone really play it if 
you’re just doing it on the computer or writing it down or whatever -- unless you 
do piano compositions. But I like hearing the full band play it. (Interview, January 
27, 2017) 
 Kurt loved composing but did find difficulties associated with doing it in band. 
The limited timeframe of a single period did not offer enough time to develop ideas or 
allow for revisions. Kurt composed at home and was considering a college major in 
composition. From my observations of the wind ensemble, Kurt was viewed by his peers 
as knowledgeable in composition. I witnessed several students asking him for help on the 
various assignments.  
Kurt did not feel that the time spent composing detracted from the band’s ability 
to perform. He felt the skills learned enhanced the musical understandings of band 
members. He expressed: 
I think it’s very useful, and I think a lot of people appreciate it, and they have 




helps you interpret the music in wind ensemble more… It helps you figure out 
phrasing and kinda like Ms. Terry told us, she teaches everyone about parts, and 
it’s like okay, you gotta think about what’s your melody gonna be and what’s 
your accompaniment. So, you kinda have that in the back of your head when 
you’re playing and you can really just think about it and be like, I gotta come 
down here cause some other guy is playing. (Interview, January 27, 2017) 
Kurt added that composing enhanced listening skills. He said: 
I think as a listener it’s kind of cool, cause then you can think about it, and like I 
like what they did here, or I don’t like what they did here. I would change that if I 
was the composer, and I think that’s cool to think about. I think it just adds 
another layer that you can listen to. I think when you’re not composing, or I think 
it’s easy at least playing in band to just think about I’m playing my part alone. But 
I think if you’re giving knowledge about composition, you can realize that there’s 
more than just the one thing. So, I think that gives you more ability to listen to 
individual parts in songs and music and kinda enjoy it more, I think. (Interview, 
January 27, 2017) 
Kurt indicated that he thought composition should be a part of other band programs. He 
articulated: 
I think it’s something that is not really encouraged a lot, so there’s a lot of people 
that have ideas and maybe they have these thoughts and what they want to do, but 
they don’t have the background in music theory and that sort of thing that they 




encouragement to do it, and I think that’s pretty important, especially since you 
play other people’s compositions. You should be able to get your own stuff. 
(Interview, January 27, 2017) 
 Toward the end of the school year, Kurt applied for a composition scholarship 
through a California non-profit arts program and was awarded five, 1-hour long 
composition lessons with composer Belinda Reynolds. Additionally, as part of the 
scholarship, a piece of his would be performed by the Friction Quartet, a California-based 
professional string quartet.  
Charles. Like his twin brother Kurt, Charles was born and raised in California’s 
Bay Area. At the time of the study, he was a 17-year-old junior who played euphonium in 
the Wind Ensemble and guitar in Jazz Band 1 and Jazz Combo at Apple Valley High 
School. He acknowledged that guitar was his main instrument and that he was only 
mediocre at the euphonium. He started the euphonium in 7th grade. This was his fifth 
year in band.  
Music had always been an important part of his life. Charles started his primary 
instrument, the guitar, at age five. His parents immediately enrolled him in private 
lessons. Unlike his twin brother Kurt, Charles did not write songs or improvise on his 
own in his early years. He claimed that he began to improvise on guitar only in the last 
five years.  
When I asked Charles about composing in the Apple Valley High School Band, 





I wish we did it more, I guess. We do it some, but we still don’t do it very often, I 
guess. We do most of our work getting ready for concerts and festivals, and so we 
don’t get to spend that much time composing. Sometimes we do. When I was a 
freshman, we did a project where we had to arrange a holiday song. That was 
pretty cool. But I wish we spent a little more time on that though. ‘Cause we 
didn’t get super in-depth into how to actually go about doing that. I wish we had 
learned a little more about music theory and stuff. (Interview, January 27, 2017) 
Charles felt that composition was almost a necessity for the modern musician.  
 Charles did not view his compositions as being creative. He felt he needed to 
know more about music theory. He told me about compositions he had written for jazz 
band, saying, “I have some compositions, and I think that if you played them against 
other compositions, in the kind of genre they are in, they’d sound pretty much the same; 
they aren’t really unique at all or different” (Interview, January 27, 2017). 
Charles described his compositional approach which started with a basic chord 
progression. After the harmonic structure had been determined, he would create a 
melody. The harmonies in the inner voices came last. 
 Charles did not feel that the time spent composing in band had any negative 
impacts on the band’s ability to perform. He articulated the relationship between 
composing and developing overall musical understanding: 
We still don’t spend that much time composing. It’s only every once in a while, 
that we do it. Overall, it’s more beneficial because we learn about chords and 




when you’re playing in band, you know how to balance, how to tune better. You 
have the experience composing so you know like which notes need to be the 
loudest, like pyramid of sound. (Interview, January 27, 2017) 
 Charles thought that bands should compose as part of their music curriculum. He 
felt that his experiences composing had helped him as a listener. He was able to 
recognize aspects of music, and to make acute judgments about sounds he liked and did 
not like. He noted: 
When I hear music, I focus more on, I can pick out the sounds I like and sounds I 
don’t like better. And I pay more attention to the chords than I used to… I’ll hear 
chord progressions I guess, like I can recognize ii-V-I’s now and other chord 
progressions when I hear them. So that’s kind of interesting, I guess. (Interview, 
January 27, 2017) 
Justin. Justin was a senior who had spent all four years of high school in the 
Apple Valley High School Band. He was one of the top percussionists in the school. 
Although having taken private lessons to become a well-rounded percussionist with 
knowledge of all aspects of orchestral percussion playing, his focus had changed in the 
last two years as he increasingly was interested in rudimental drumming. He had spent 
the last summer marching in a drum and bugle corps in the San Francisco Bay Area. At 
the time of this study, he had stopped taking private lessons and was working in order to 
save money for college.  
Justin spoke about composition as though it was only a minimal part of his band 




however, he was not interested in composition and felt as though he was leaving high 
school without knowing much about it. He expressed that he enjoyed the compositional 
activities but did not compose outside of school. During composition activities, Justin 
claimed that he thought a lot about melody. He said:  
I definitely think about melodies. Melody is key for me, because if it doesn’t 
sound good, what’s even the point of listening or wanting someone to listen to it. I 
mean rhythm, you can figure that out later, but if you have a base of what you 
want it to sound like, I feel like that’s key. (Interview, February 15, 2017) 
Additionally, Justin expressed that composition was a way to push his limits musically. 
He also liked to challenge other players to play his music. As he had grown over the last 
four years, he recognized that he liked to make his compositions more and more complex, 
joking that he used to think eighth notes were interesting. Regarding composing, he 
articulated:  
In band, I’d say if I was composing for myself, I like to see what I can do, but if I 
was composing for others, I could see what others can be capable of doing. If I 
was to compose a piece and give it someone, I like to see if they can play this. 
How well can they play this. (Interview, February 15, 2017) 
 The one area in which Justin had spent time composing was for marching 
percussion. He wrote his snare solo for the I & E (Individual and Ensemble) competition 
at the local percussion circuit championships. He also marched in an independent winter 
percussion group where members had to create many of the parts. He found composing 




 Justin recognized that his experiences composing had positive effects on his skills 
as a listener and as an ensemble player. He felt that creating music helped his overall 
musicianship. He expressed: 
Oh, it definitely makes me think about everyone’s part rather than just being so 
inclined on what I’m playing, because you have to have an ear. Everyone has an 
ear for music, and you can’t be so, like I said, inclined on your part, you have to 
think how you fit in an ensemble, and definitely composing has helped me with 
that because I’m able to know, okay they play there and that’s where I come in. 
(Interview, February 15, 2017) 
He credited Ms. Terry with helping him make a connection between composition work 
and musical understanding in performance. He stated: 
And, with the help of Ms. Terry too, like telling us this is what the composer did, 
stuff like that. That definitely helps us because all music has a direction, and we 
don’t really like know the direction because we’re just reading bar from bar from 
bar. But, when you have someone telling you this is what’s going to happen, and 
it leads up to this, and this is what the composer wanted to do, it just makes so 
much more sense. (Interview, February 15, 2017) 
When asked if he thought other bands should compose, Jacob said, “Definitely. It 
just makes you a better performer. It gives you a broader picture of how music actually 
is” (Interview, February 15, 2017).  
Alumni perspectives. I interviewed two band alumni, Evan and Phil, to gain 




Valley High School and at the time of the study, were pursuing careers in music. 
Speaking with these alumni was useful to me in answering the research questions because 
it showed how Ms. Terry’s curricular approach to composition had developed over time. 
Additionally, they both viewed the music program through the lens of a working 
musician reflecting back on their early experiences.  
Evan. Evan played the saxophone in the Apple Valley High School Band until he 
graduated in spring of 2010. During high school, he enrolled in as many ensemble classes 
as his schedule would allow. He was in the Symphonic Band as a freshman and moved 
into the Wind Ensemble as a sophomore where he stayed until he graduated. He 
participated in all levels of jazz bands. During his senior year, he played in the Jazz 
Combo. At the time of the study, Evan had graduated from college, having attended a 
prestigious music school on the East Coast. He was living in a large New England city 
and working as a freelance musician, private teacher, and song writer. 
Evan had been interested in composition and improvisation since childhood. He 
described making up songs, although he never tried to write anything down. In junior 
high, he became interested in improvisation in the context of a jazz band. During that 
time, Evan said, “all I cared about was trying to take the perfect solo” (Interview, 
December 15, 2016). 
As a member of the Apple Valley High School Band, he remembered having 
some composition opportunities, but it was not a large part of the program:  
The composition module was very loose and not formally directed to get us into 




because I know some of her students have gone on and gotten really interested in 
composition and are going to school for it. She’s definitely doing something right. 
(Interview, February 15, 2017) 
He reminded me that Ms. Terry created an improvised music ensemble: 
I remember that that class was really popular with like 20 to 30 kids in it, and they 
all got to get exposed to improvisation outside of a jazz context, like learning how 
to make music spontaneously with no preparation and get away from the page. 
(Interview, December 15, 2016) 
Despite having few memories of composition assignments in band, he credited Ms. Terry 
for establishing a culture of creativity within the instrumental program. He recalled how 
Ms. Terry encouraged him to start a Jazz Combo with three other students: 
So, my senior year, I was like – I want to go to music school, but big band and 
wind ensemble are not the only thing of interest to me, but what music is in the 
school, it’s what we do. With the combo program, she gave me and three other 
students the band room after school. She would leave if she had to and go home, 
but she would leave us in there, lock the door from the inside and leave us to 
rehearse, and got us a spot at Reno Jazz [The Reno Jazz festival is one of the 
largest and longest running jazz festivals in the world where school and university 
jazz bands compete each year]. That was the first combo performance. Every year 
after that, we’ve had at least two combos, I think. (Interview, December 15, 2016) 
 Jazz Combo was the most memorable part of Evan’s experience in the Apple 




decisions. Although they were not composing all the music themselves, they were 
deciding what to play and how to play it.  
Evan did not think composition had any negative effects on the band’s ability to 
perform. However, he expressed concern that frequently working composition into a 
concert band setting in a way that was meaningful might hinder the band’s ability to 
perform. He thought that it would be advantageous for the focus of high school band 
programs to move away from the large performance ensemble in favor of composing in 
small group situations. He said: 
I would have loved for it to be like we spend most of our time doing this, and 
never competed in a wind ensemble competition, because for me there was fun to 
be had, for sure, there were challenges as a player, and challenges like a young 
person trying to help other young people, and I was one of those people that was 
supposed to be a leader in the program. And going to competitions and hearing 
other great wind ensembles that were much better than us at the time, that was 
really fun … But that being said, what I do now as a musician, the direction that 
I’ve moved as a musician, I feel that I’ve certainly learned plenty about life from 
being in band, but I didn’t learn much about the kind of music that I want to be 
making ... I wish the focus of the music program was on creating music and 
reading in small groups because to me that seems like it would be the easiest and 
best way for students of every level and ability and discipline to carry the music 
forward in their life ‘cause if you learn how to play clarinet in a wind ensemble, 




and such. It’s just hard thing to get satisfaction with it as opposed to learning to 
write music for small groups or write songs or improvise where if you’re good at 
doing that with a guitar or clarinet, or whatever instrument you like. (Interview, 
December 15, 2016) 
Evan’s recollection of the Apple Valley High School Band was positive. He 
valued Ms. Terry’s pedagogical approach and thought that he developed better 
musicianship as a result of his creative experiences. Evan clearly expressed that he felt 
other band programs should foster curricular approaches that include composition more 
frequently than what is typical in American music education. He even expressed a vision 
for music education where composition was the primary musical activity: 
I would love to be a teacher at some point, and I would love to see a program or 
programs that come from that angle instead, sort of like making that the 
fundamental purpose of a music program for students to learn those kinds of skills 
and be really well versed in composition and music creation. (Interview, 
December 15, 2016) 
 Evan conceded that with the proper balance between composition and 
performance-based activities, the two activities could occur in tandem to develop 
musicianship and ultimately benefit students in both roles as composer and performer. He 
believed that all students should have composition experiences.  
 Phil. Phil was a member of the Apple Valley High School Band from 2006 to 
2010. He began as a percussionist in the Symphonic Band and worked his way into the 




At the time of this study, Phil had earned both his bachelor’s and master’s degrees in 
composition and was working toward a Ph.D. in composition at a major European music 
university. His goal was to work as both a composition professor and professional 
composer. 
 Although percussion was his primary instrument in high school, his first 
instrument was piano. Phil took piano lessons from the time he was six until he was 16. 
He took private lessons on concert percussion with Ms. Terry, and drum set lessons with 
a professional drummer in the Bay Area.  
 Phil attended Apple Valley High School when Ms. Terry began to implement 
composition as part of her band curriculum. Phil said: 
I think it was toward the end of junior year and all of senior year when she began 
to, I guess, be more involved with the fundamentals of composition slash getting 
us more aware of form and harmonic language. Basically, giving us sheets to fill 
out, scales – major and minor stuff like that, filling in chords – 7th chords, 
inversions, scales and things like that. And, doing little composition projects with 
certain parameters and then I guess turning that in by the end of class. (Interview, 
December 19, 2016) 
 Although Phil did not really care much for the lessons at the time, he recognized 
that it was very good for his musical development: 
At that time, at that age, I think being a high school student, I was like, man I just 
want to play music, but looking back, it was actually incredibly helpful just being 




having intent and a bit more meaning than just playing with a bunch of people. 
And, it also helped me prepare for auditions for music school. (Interview, 
December 19, 2016) 
 Phil, like Evan, credited Ms. Terry for creating an environment that cultivated 
creativity, particularly from his experiences with the Jazz Band and the Jazz Combo. She 
gave students study materials with patterns, chords, and sequences to practice at home 
that she would critique in class. While he remembered being afraid to play a wrong note, 
he said that Ms. Terry was totally fine with students taking risks when playing solos.  
 Although Phil did not remember composition as being a large part of his 
experiences in the Wind Ensemble at Apple Valley High School, he felt that all students 
should have composition experiences. He expressed that any amount of composition 
experience would benefit students in other musical roles. He saw a connection between 
composing and increased listening skills that could be applied in other musical settings: 
Even if someone dabbles in composition, I feel like getting the mindset to that 
place will affect anyone who is trying to execute a passage in music. They’ll 
know how to switch on some type of mindset from the composer’s perspective, 
kinda see things from different perspectives. I guess just the overall appreciation 
of a musical creation and seeing what the intent was and trying to get close to 
that. (Interview, December 19, 2016) 
 Phil believed that all bands should include composition experiences of some kind. 





I just think there are so many students that are in band programs that either don’t 
know they are interested in writing or do know they are interested in writing, but 
they don’t know where exactly to begin, or they don’t have the courage to. So, I 
think that encouragement of a band director could lead them in certain directions 
that they could really thrive in. I think it should be emphasized just as much as the 
performance aspect. (Interview, December 19, 2016) 
Phil provided useful information in answering the research questions. Phil 
articulated benefits to the development of overall musical understanding from a curricular 
approach that includes composition experiences.  
Conclusion 
 The vignettes I presented in the chapter illustrate a particular context for 
approaching composition within a performance-based band program. Next, I presented 
the perspectives of various stakeholders involved in the band program at Apple Valley 
High School. Themes emerged from the data including the importance of early creative 
experiences, applications of composition pedagogy, the lack of continuity between 
composition lessons, and the benefits of teaching composition in a band setting. These 




CHAPTER FIVE: NEW POSSIBILITIES 
 
In the introduction to this study I made the point that it is difficult to picture an 
English class without an element of creative writing, a drama class without some 
improvisation, or an art class where students copy the works of master artists rather than 
drawing from their own inspiration. Yet instrumental music programs where individuals 
do not create original music continue to be the norm in American society (Hickey, 2012). 
This study builds on the literature of others who have investigated composition 
education in a band setting (Dammers, 2007; Koops, 2009; Menard, 2009; Priest, 1997; 
Riley, 2001; Shewan, 2002; Stringham, 2010; Whitener, 1980). Previous studies have 
indicated that there are many ways in which composition can be employed in a band 
setting to complement a performance-based music education. In this case study I 
documented the compositional activities of one particular teacher in a unique band 
program. 
 Several themes emerged from the data illuminating the importance of early 
creative experiences, applications of composition pedagogy, the lack of continuity 
between composition lessons, and the benefits of teaching composition in a band setting. 
First, I use these themes to interpret the findings. Next, I use the findings to answer the 
research questions guiding this inquiry. Then, I discuss implications for music teaching 
and learning. Finally, I consider the limitations and present suggestions for future 
research. This chapter concludes with a personal reflection on the findings and 




Interpretation of Findings 
Early creative music experiences. Ms. Terry’s life experiences helped to shape 
her into the educator that she is today and prompted her to teach composition in a band 
setting. Among her many influences were several key teachers that facilitated early 
creative music experiences. These included her first teachers -- her parents, -- who 
afforded her the freedom to experiment with piano as a child. Ms. Terry grew up in a 
household where she was encouraged to explore sounds. This musical curiosity was 
further developed in her elementary music experience through the use of musical games. 
These early childhood experiences led her to play jazz piano when she entered middle 
school. During high school, Ms. Terry’s social life centered on creative music making. 
Ms. Terry’s musical development corresponds with constructivist learning 
theories suggesting that learning is particularly strong when there are personally 
meaningful interactions within a subject matter (Wiggins, 2015). Evidence indicated that 
she developed short melodies on the piano as child, created jazz solos, and wrote and 
produced songs with her friends in high school. For Ms. Terry, there has always been a 
balance between creating something new and performing. These creative experiences 
influenced her perspective as an educator and a band director. Students who experience 
early creative activities develop schemas on which musical knowledge can be scaffolded. 
It is important that educators facilitate these opportunities for students.  
Early creative experiences should be addressed by teacher training. Ms. Terry was 
challenged in graduate school to find curricular approaches that include composition as 




undergraduate studies. My experiences mirror those of Ms. Terry. Might future music 
teachers make composition education a curricular goal if encouraged to do so as part of 
teacher certification?  
Practical application of composition education. Teachers and students tend to 
have anxiety regarding composition that can present a barrier to composition instruction 
(Schopp, 2006). Barrett (2006) and Sawyer (2012) noted the perpetuation of an 
archetypal view of the composer as a lone genius, working in solitude. Some view 
composition as a vehicle for the musical elite such as Mozart, Bach, and Beethoven, not 
as a musical activity that is assessible to all. Given these views, it is not surprising that 
many teachers view composition as unattainable. However, investigation into the band at 
Apple Valley High School showed a different view of composition in practice. 
 Ms. Terry demonstrated that composition can be used in a practical and attainable 
way for all students within the context of a high school band. Pedagogical approaches 
observed in this study included group composition and composing with technology. 
These lessons did not require an extensive knowledge of composition pedagogy; on the 
contrary, they would be accessible to any music teacher. Lessons were designed to 
introduce musical concepts that were reinforced through listening, composing, and 
performing. In the beginning, students were encouraged to work in groups where students 
could work through activities together and assist each other as needed. Because of the 
lesson structure, students were comfortable and appeared to enjoy the activity. The data 
suggest that Ms. Terry developed a culture of accessible creativeness in her band program 




understanding of music grew in the process. 
Ms. Terry demonstrated a variety of instructional approaches during composition 
lessons. The Elements of Music (EOM) lessons demonstrated Fautley’s (2004) stop and 
question method. Although the teacher was at the center of each lesson, students were 
provided a brief window of time to explore sounds. As Ms. Terry transitioned into 
Noteflight assignments, more time was spent using Fautley’s laissez-faire method. As the 
lessons progressed, students gradually moved to the center of creative activities. Fautley 
did not dictate which method was better for creative activities. I observed that the stop 
and question method was effective for teaching conceptual material. In contrast, the 
laissez-faire method appeared to be effective during self-guided lessons in which students 
practiced applying their conceptual knowledge within composition tasks. 
 Ms. Terry’s teaching strategies allowed students to approach composition in 
divergent ways. Her approach is consistent with the findings of Folkestad, Hargreaves, 
and Lindström (1998) who found students composed using both linear and horizontal 
practices. Burnard and Younker (2002, 2004) also found that students incorporated 
various strategies when composing. During instruction, Ms. Terry dictated parameters but 
did not prescribe process. As a result, students were free to work through ideas according 
to their preferred learning styles.   
Children create music within the context of what they already know (Burnhard, 
2000a). Moreover, students are more capable of talking about musical experiences when 
their creativity and musical beliefs are accepted and respected. Claire (1993/1994) found 




power structures validated everyone’s ideas. Similarly, because Ms. Terry wanted 
students to be creative and enjoy the composition activities, she eliminated formal 
assessments and provided only encouraging and positive her feedback.  
Group composition. Collaborative groups and peer scaffolding are pedagogical 
strategies that have been determined to be effective for the development of individual 
creativity and musicality (Allsup, 2002; Faulkner, 2003; Wiggins, 1999/2000). Ms. Terry 
used these strategies in the EOM lessons on rhythmic layers, timbre, and ostinato. I 
observed that students were able to effectively communicate ideas, assist other students, 
and come to musical consensus while completing compositional tasks. Ms. Terry’s 
lessons were effective at keeping students engaged in composition tasks.  
Burnard, Fautley, and Savage (2010) pointed out difficulties associated with 
assessing group composition. They questioned how musical skills transfer from the group 
to the individual. In this case, Ms. Terry removed the stress of grades so that students 
would focus on being creative. The classroom structure made it possible for students to 
work in groups or individually during composition tasks.  
Others have questioned the effectiveness of group composition. Odam (2000) 
suggested that group composition was less effective as a teaching strategy than other 
methods that focus on individual composition largely due to the opportunity for students 
to be off task while collaborating. In this case, there were times when students appeared 
to be off task, but those were seldom. Ms. Terry organized lessons so that each minute 
was used. This left little time for students to be off task.    




students to learn from each other (Shively, 1995; Vygotsky, 1986). Wiggins (2015) 
suggested students have the ability to explain concepts to other students in language that 
is easily understandable, in ways that the teacher cannot. Students may further develop 
peer-mentoring relationships to construct knowledge. I observed this in practice several 
times, where students would seek help from other students. In this study, group 
composition was effective, particularly in the EOM lessons. It is important to note, 
however, that this was one of several strategies that Ms. Terry used. These lessons were 
primarily about engaging students in the creative process and not about creating a 
performable work.  
Technology. Technology can serve as an entry point to composition for all 
students, especially for students who have had no previous musical training (Airy & Parr, 
2001; Dammers, 2010; Folkestad, Hargreaves, & Lindström, 1998; Kardos, 2012; 
Nilsson & Folkestad, 2005; Savage & Challis, 2001; Stauffer, 2001). In the current study, 
students composed with technology utilizing Noteflight software on iPads for five days. 
The findings of this study correspond with those of Kardos (2012) who found technology 
to be a motivational tool.   
The noise generated by groups of instrumentalists composing in the same room 
can be challenging (Koops, 2009). When beginning observations, I anticipated I would be 
observing a noisy learning environment, particularly with so many students creating 
music at one time. I learned that composing with technology is one way that band 
directors might manage many people composing without noise. When the class used 




The use of technology has drawbacks. For one, the teacher’s ability to hear 
student work or offer assistance during the composition process was limited when the 
students were using headphones. Additionally, students who were on task looked and 
sounded virtually the same as those who were off task. Ms. Terry’s decision to provide 
creative experiences without assessment may have influenced many students’ decisions 
to not finish all assignments, particularly the final Noteflight assignment. 
Lack of continuity between lessons. One issue that arose from the data in this 
study was lack of continuity between lessons. The execution of composition lessons at 
Apple Valley High School over the 2016–2017 school year was different than originally 
planned. Composing was initially planned to be a weekly activity during the fall, but it 
was delayed until the end of the year. The data in this study correspond with findings that 
indicate there are legitimate challenges to integrating composition into a band setting 
(Byo, 1999; Hoffer, 1979; Schopp, 2006). Even for an educator that is passionate about 
composition such as Ms. Terry, it is difficult to find time for composition in the midst all 
the performance obligations that band directors typically experience. In this case, many 
lessons had large gaps of time between them while the rest were pushed to the end of the 
year. 
Ms. Terry admitted that it is not uncommon to change her plans throughout the 
year. She typically starts the year with high goals for composition but finds it challenging 
to implement them in practice. She explained that teaching composition takes 
considerable additional preparation time for her to execute. The preparation required for 




to find musical examples, make playlists, copy worksheets, and plan out every minute of 
the lesson. This preparation is in addition to the score study required to prepare her band 
for performance.  
Another issue regarding continuity is the connection of these lessons to each 
other. There were some large gaps between composition lessons during this school year, 
the longest of which was more than four months. I asked Ms. Terry about this issue 
during our informal talks. Ms. Terry conveyed that these were all designed to be stand-
alone lessons. Rather than connecting concepts between composition lessons, she tried to 
connect the composition lessons to the performances. She reinforced this relationship 
through the use of terminology from the EOM lessons in ensemble rehearsals and the use 
of concert repertoire as listening examples in composition lessons. I did not witness any 
ensemble rehearsals in this study. Pedagogical approaches that connect composition 
concepts in ensemble rehearsals could be an issue for future investigations.  
 The last issue regarding continuity is the lack of time for revisions. To contain 
composition lessons within a single class period, assignments had to be short, placing an 
emphasis on process and experience over finished product. Given the stand-alone nature 
of the assignments presented in this study, students were given a sampling of composition 
topics and experiences with various goals in mind. Revisions were not part of the process 
in this case.  
When dealing with beginning composers, Hickey (2012) suggested an emphasis 
on process over product. However, many students in this case demonstrated that they 




further musical knowledge could be constructed through revising and developing 
compositional activities into performable works (Webster, 2003a, 2003b, 2013). 
Although this would require more time spent on a single project, this would open doors 
for new performance opportunities and possibly spark additional interest in composition. 
Benefits of teaching composition. The data in this study suggest several benefits 
regarding teaching composition in a performance-based high school band setting. I have 
organized these benefits into three themes: student enjoyment, effect on performance, and 
growth in creativity and musical understanding.  
Student enjoyment. All the students interviewed during the study expressed 
enjoyment regarding composition in band. Three students spent additional time 
composing outside of school. Richard admitted that he liked composing outside of school 
because he had the autonomy to write music however he wanted. He composed to earn a 
music merit badge from the Boy Scouts. Charles and Leslie wrote pieces for the jazz 
combo. Charles, Kurt, and Jessica conveyed that they wished more class time to be spent 
composing. Even Robert, who did not think composition had a place in band, expressed 
that it was fun. The opinions expressed in interviews were consistent with my class 
observations where student enjoyment was visible.  
 Evan and Phil, who were alumni, remembered doing some composition 
assignments in band at Apple Valley High School. However, neither felt as though it 
constituted a significant portion of their education. Each valued their creative music-
making experiences in the jazz combo. Both Evan and Phil felt that composition should 




so far as to say that he would like to see a program revised from the traditional band 
model where composition is the primary activity and performance secondary. 
 The findings in this study are consistent with other studies that documented 
student enjoyment during compositional activities (Damers, 2007; Menard 2009). It is 
clear that band students at Apple Valley High School enjoyed the time spent composing 
and that composition was an established part of the band culture. Many of the students 
wanted to compose more often. 
Effect on performance. Many band directors would like to teach a well-rounded 
music curriculum with opportunities to create original music (Hoffer, 1979). However, 
the pressures of performing take precedence in the curriculum. In studies where educators 
have integrated composition education, the performance aspects were unaffected 
(Menard, 2009; Riley, 2001; Shewan, 2002; Stringham, 2010; Whitener, 1980). Findings 
in this study corroborated previous research.  
Participants in this study indicated that the band’s ability to perform was not 
affected negatively. Jessica and Charles both indicated that composition lessons did not 
occur often enough to have a negative effect. Richard, Leslie, and Kurt all conveyed that 
performance quality was improved as a result. Notably, even Robert, who did not think 
composition was important, identified positive benefits to performance. It is important to 
mention that Ms. Terry scheduled most of the composition assignments at the end of the 
year, after the majority of the performances for the year were over. Some of the 
participants might have different perceptions if the composition lessons were integrated 




Hoffer (1979) asserted that more band directors would like to teach other aspects 
of creative music making but do not do so because of the pressures of performance. 
However, if other researchers who have found that performance ability is not lessened by 
time composing (Menard, 2009; Riley, 2001; Shewan, 2002; Stringham, 2010; Whitener, 
1980) are correct, Hoffer’s argument loses credibility. Data in this study indicate how 
composition lessons can realistically be executed in the context of a high school band 
without negatively affecting performance capabilities. This is an important finding that is 
common in studies that investigate composition in a band setting. 
Growth in creativity and musical understanding. Composition is a musical 
activity that enhances musical understanding. It is well documented in scholarly literature 
that composition would be a worthwhile pursuit for all music students (Allsup, 2002; 
Burnard, 2000a, 2000b; Dammers, 2007, 2010; Elliott, 1995; Hickey, 2012; Jorgensen, 
1997; Kratus, 1989, 1994; Randles, 2013; Reimer, 2003; Riley, 2001, 2006; Wiggins, 
1999/2000). Findings from this study suggest that students exhibited creative thinking 
during composition. They also learned about musical concepts like timbre, ostinato, 
texture, and melody and demonstrated their application in compositional activities. 
When asked how their experiences composing affected them in other music roles, 
the most frequent response among the participants in this study was that experiences 
composing made the participating students more aware as listeners. In a band setting, 
they became more aware of other parts and the musical whole. Jessica felt that the 
composition lessons helped her listen to other instruments. Richard saw a connection 




patterns. Robert and Kurt both felt that composing helped in being a more critical 
listener. Kurt expressed that the experience of trying to think about phrasing within a 
composition made him think more about phrasing as a performer. Additionally, he said 
that he constantly evaluates music in his mind, thinking about what he likes or what he 
might do differently. He expressed that this process made him enjoy listening to music 
more than he would if he did not compose.  
One of the many goals of high school band directors is to increase listening skills. 
In any type of ensemble, students must be able to listen to develop balance, blend, and 
intonation. If time spent composing helps to develop listening skills that carry over to 
ensemble performance, this could have major implications for music education. Evan 
perhaps said it best: 
Being a composer gives you a much greater ability to empathize with composers 
which obviously has an enormous effect on performance because, once you’ve 
tried to lead a band, you have a great deal of empathy for anyone whose band you 
are in when they are trying to lead you. And I think that people that haven’t, it’s 
harder for them to exercise that kind of empathy and it can have really negative 
effects depending on what kind of people they are. It can have a really negative 
effect on their ability to rehearse and perform music because they don’t 
understand what it’s like to write music and bring it to people, or even to just 
write music and have an intent and a hope for how people will handle it. 
(Interview, December 15, 2016) 




skills as listeners and their overall musical understanding through their composition 
experiences. Many of the students demonstrated aptitude for composing. With the 
perceived growth in overall musical understanding combined with student enjoyment, 
there would appear to be many possibilities for other school band programs to use 
composition as a tool to enhance music education. 
 This case study suggests that students are thinking creatively about music. The 
instruction students received during the EOM lessons prepared them to work 
independently in the Noteflight assignments. As lessons went on, Ms. Terry became more 
of a facilitator, allowing students to find their own path in composing as Burnard and 
Younker (2002) suggested.  
Addressing the Research Questions 
This inquiry was guided by the following questions:  
1. What influences led the director of this performance-based band program to 
include composition in the curriculum?  
2. In what ways does the director of this band program integrate composition 
within the performance-based band curriculum?  
3. How do current students and alumni perceive composing as related to their 
musical abilities as performers and listeners, and to their musical understanding? 
Research question 1. Early music making was a large part of Ms. Terry’s 
creative musical identity. She gravitated toward jazz because improvisation was an 
important skill. She found friends with similar interests during her high school years. Ms. 




master’s degree program. During that time, she worked with educators who challenged 
her to engage in curricular approaches to music education that fostered creative music-
making opportunities. Ms. Terry made it a pedagogical goal to provide activities for 
students to create their own music within her band classes. Consequently, she became a 
passionate advocate for composition education.  
Ms. Terry is somewhat unique in her underlying philosophy that creative music 
making experiences are an important aspect of musical development in a performance 
ensemble. Although her curriculum has changed over the years, the philosophy has been 
consistent. This is apparent through the words of her students, past and present, that I 
spoke to in this case. 
Research question 2. This study documents several examples of how 
composition can be taught in a concert band setting. In this case, lessons came from an 
EOM series of lessons shared with Ms. Terry by a colleague with similar interests 
(Koops, 2009) or from teacher created content with Noteflight software. The lessons were 
interspersed throughout the year in between performance obligations with the majority of 
them occurring toward the end of the year. An estimated 10 percent of the total hours for 
the year were spent composing. Lessons contained a variety of instructional strategies 
including direct instruction, listening, discussion, individual composition, group 
composition, and composing with technology.  
Each EOM lesson focused on a single aspect of composition. Students learned 
conceptual information before completing composition tasks. Concepts were reinforced 




Classroom procedures mainly followed what Fautley (2005) called the stop and question 
method. 
The EOM lessons prepared students to compose on their own in a series of self-
paced Noteflight assignments that were the final activity of the school year. During these 
lessons, Ms. Terry became more of a facilitator for these student-centered activities. 
These classes followed laisse faire procedures as students made all creative decisions 
(Fautley, 2005).  
All lessons observed in this study are practical examples of ways composition can 
be taught in a performance-based band setting. None of the lessons required extensive 
knowledge of composition pedagogy. All could be taught by any certificated music 
teacher.  
 Research question 3. Selected students in this study were generally positive 
about their experiences composing as part of the Apple Valley High School Band. All 
students perceived that their composing experiences made them better performers and 
listeners, and that their overall musical understanding grew more than if they did not 
compose. The most common way that selected students perceived change was as 
listeners. Kurt, Charles, and Justin all reported being more aware of melody and harmony 
while listening to music. Several students reported that by writing for other instruments, 
they were more aware of those instruments in an ensemble setting. Evan felt that 
composing helped one to be a better performer by giving students the ability to 




composition should be part of high school band, and even he found the activity to be fun 
and rewarding musically.  
Implications for Music Teaching and Learning 
There are many possibilities for creative and musical development to occur 
through composition in all musical settings. This study has shown how one teacher taught 
composition in the context of a performance-based band setting using a variety of 
instructional approaches. In this case, the participants expressed enjoyment for the 
activity and growth in overall musical understanding.  
This study shows examples of how composition education may enhance 
performance education through the development of creativity and the construction of 
musical knowledge. It further highlights potential benefits to student growth through 
composition in a band program. I posit, therefore, that experiencing music in multiple 
ways, such as composing and performing, might allow students to construct connections 




Figure 39. Supportive Relationships of Musical Activities 
 
 
 Students all have unique experiences and tastes that define their individuality. 
These include cultural influences, peer influences, musical tastes, and personality. 
Webster (2002) called these enabling conditions. In composition, these enabling 
conditions influence the students as they attempt to interact creatively with music. When 
students create their own music, they are making creative choices based on their musical 
tastes and experiences. They are in control of the product of their education, which 
represents their musical identity. Perhaps this personal relevance explains why all the 
students in this study reported that they enjoyed composing.  
 Constructivist writers on education have made the case for this type of 
experiences-based education for many years. Both Dewey (1938) and Freire (1992, 2000) 








music, Wiggins (2015) noted that through direct interactions with music in listening, 
composing, and performing, students build upon previous knowledge, leading to a deeper 
understanding of music. 
From a constructivist perspective, learning occurs as prior knowledge is 
challenged by new information (DiMaggio, 1997; Piaget, 1926). As students explore 
sounds in composition, new schemas are formed. As different sounds are explored, 
whether instrument combinations, rhythmic layers, or harmonies, one’s compositional 
vocabulary is expanded, and musical tastes are refined. With experiences in composing, 
students begin to think about music. Their overall musical understanding is expanded as 
they have new experiences to draw from. Regarding this process, Kaschub and Smith 
(2009) stated: 
While composing is the most intellectually demanding of the musical arts, it is 
also the most intimate. It draws on all the personal musical experiences that a 
student has previously had to create a piece and alters the nature of future 
experiences once the composition has been created. Composing is not a journey 
into the music, but a journey within music that ultimately leads back to the 
composer. The nature of music does not change, but the self, the creator does. The 
composer has accomplished something and expressed something that alters the 
way she or he views the musical world. (p. 85) 
 Students take these experiences gained from composing with them into the 
ensemble rehearsal. In this study, students suggested they were more capable listeners 




If students “empathize with composers” as suggested by Evan in this study, they could 
think about the composer’s intentions and work collaboratively with the conductor to 
bring the music to life. This collaboration between student musicians and conductor 
could make rehearsals more efficient. Perhaps this is why students in this study did not 
feel as if the time spent composing compromised the band’s ability to perform. These 
perceptions from the students in this study support similar findings in other studies that 
also suggest composition activities do not affect performance ability in a negative way 
(Dammers, 2007; Koops, 2009; Menard, 2009; Riley, 2001).  
 After preparing music for performance, students experience growth in musicality 
and musical vocabulary which can be used in the next composition. The possibilities for 
new sounds, timbres, and textures are expanded through listening and working through 
music as a performer. Musical tastes are further refined. In educational settings, this cycle 
could repeat as student experiences in composition and performance complement each 
other.  
Band directors utilizing an approach that integrates composition with performance 
activities could also add student compositions into public performances. Students are 
more likely to be motivated to pursue activities that are viewed as enjoyable or important 
(O’Neill & McPherson, 2002). Performance of students work could lead to greater 
appreciation for compositional activities and increased motivation for students to 
compose on their own. The possibilities for musical growth through these activities are 




 A shift in school band programs toward a model that integrates compositional 
activities in tandem with performance requires a change from a tradition (Hickey, 2012; 
Reimer, 2003). Such change would need to be driven by teacher preparation programs. 
Future teachers need understanding of ways that composition can enhance a 
performance-based education as well as information as to how to logistically execute 
such a curriculum in practice.  
Limitations 
 An important limitation of this study is its generalizability to a larger population. 
The current work is designed methodologically as a qualitative case study. Yin (2014) 
stated that qualitative research does not attempt to apply generalizations to specific 
populations based on the results of a study, but rather the study is part of an ongoing 
discussion about theory. Case studies can be useful in what Stake (1995) defined as 
naturalistic generalizations, “conclusions arrived at through personal engagement in life’s 
affairs or by vicarious experience so well constructed that the person feels as if it 
happened to themselves” (p. 85). The current work makes no attempt to draw conclusions 
about other populations. However, the results are intended to be part of the ongoing 
record about the value and potential role of composition in a performance-based band 
setting as a means of developing creative thinking. 
As further studies like this one document how composition can practically be 
taught in a band setting and what participants gain from the experience, it is possible that 
more resources will be developed. As more resources become available, band programs 




longstanding arguments that performance obligations prevent time allotment for 
composition may fade with scrutiny.  
Suggestions for Future Research 
This study builds on the work of many others who have investigated composition 
within school performing ensembles (Dammers, 2007; Koops, 2009; Menard, 2009; 
Priest, 1997; Riley, 2001; Shewan, 2002; Stringham, 2010; Whitener, 1980). A unique 
aspect of this study is that it examines a high school program that had already 
incorporated a composition element to the band curriculum in order to obtain a clear 
picture of how this type of program developed, how the curriculum was implemented, 
how those involved perceived their experiences, and how all the various stakeholders 
valued this program. This program was intentionally studied in its natural setting without 
any composition activities added specifically for the study. All those who were 
interviewed for this study had formed their beliefs on the topic over several years.  
The composition lessons in this case were not executed along the original timeline 
that Ms. Terry set prior to the start of the 2016-2017 school. Compositional activities 
were largely delayed until the end of the year. I wonder how student perspectives might 
be different if compositional activities occurred regularly and consistently during the 
preparation of music for performance. This research study could be duplicated at a site 
where composition lessons are regularly integrated between performance activities to see 
how students in such a case perceive composition.  
Although this study shows how this one particular program used composition 




study was conducted on a band program in California’s Bay Area. I would suspect that 
there are many other teachers across the country who successfully integrate composition 
within a band setting. The field of music education would benefit from other studies that 
document cases of successful composition education in a band setting. These cases could 
also be expanded to include other performance ensembles, such as orchestras and choirs, 
and other age levels including middle school, elementary school, and college. Each type 
of ensemble and age group have unique qualities and challenges that could further 
illuminate ways composition could be used to enhance music education. 
 Additionally, this study focused on a select group of students who were chosen 
through purposeful sampling (Creswell, 2013). It might be helpful to complement this 
research with other studies using larger samples to look for trends within the population. 
Within the broad topic of composition within a band setting, there are other areas for 
further studies. For example, researchers might investigate the relationship between 
composition experiences and ensemble performance experiences to see how one affects 
the other.  
Additional study might be considered regarding the nature of teacher preparation 
programs. Future researchers might investigate how teacher preparation programs are 
educating future teachers to teach creative activities. The attitudes toward creative 
activities of those involved with teacher training is also an issue to be investigated. For 
example, is composition within the context of a high school band a goal that teacher 
preparation programs want to adopt? Are there geographical trends that emerge based on 




participate in performance ensembles. How are creative activities being provided for 
other students that are not interested in performance ensembles? 
Data in this study suggest that the band’s ability to perform was not hindered by 
the time spent composing. Additionally, data suggest that the students’ skills as listeners 
were improved from experiences composing, and that these skills may have led to the 
band performing better than if the students had not composed. It may be interesting for 
future research to determine whether there are measurable benefits from learning to 
compose in a band setting. 
Providing all music students with opportunities to create their own music should 
be an important aspect of all music classes. In order for composition to be used in more 
band programs specifically, band directors need to see more examples of best practices in 
music education that highlight how composing may be integrated into the curriculum. 
Additionally, band directors need to hear those involved with this type of education speak 
to the benefits of composition within a band setting. As more and more examples of such 
programs are shown in research journals, conferences, and professional development 
sessions, eventually band programs that teach composition in tandem with performance 
skills could become the norm rather than the exception.  
Toward the Future 
 Completing this study has been transformational for me. When I began the 
process of choosing a dissertation topic, I knew I was interested in some aspect of 
composition. I have since come to realize that there is a small group of researchers who 




offerings at the California All-State Music Education Conference, The Midwest Clinic, 
and NAfME, it seems that a growing number of people are discussing composition, 
improvisation, and creative thinking within multiple settings.  
 As I thought about composition in a band setting, I found it difficult to picture 
what it would look like in practice. I wondered what student compositions would be like. 
One thing that Ms. Terry said that stuck with me is that this composing in a band setting 
can be messy and chaotic, but it is a wonderful thing. Making a change to include 
composition in my professional practice is a journey that I committed to undertake as a 
result of this study. 
In the year following the collection of data while writing up the study, I was also 
working as a high school band director. For the first time in my 20 years of teaching high 
school, I included composition lessons within my own program. I started with a simple 
lesson inspired from a lesson by Kaschub and Smith (2009). I asked my students to write 
a ring tone that typified their personality. Additionally, I taught several of the Elements of 
Music lessons that were observed in this study. My students appeared to enjoy it, and I 
definitely found it rewarding. I will continue to expand and improve these composition 
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Protocol Title: The Apple Valley Composers:  A Qualitative Case Study of Composition and 
Improvisation Education in a Performance Based High School Band Setting 
Protocol #:   4095E 
Funding Agency:  Unfunded 
IRB Review Type:  Expedited (6) (7) 
 
 
Dear Mr. Wilke: 
 
On May 11, 2016, after review of your initial application received on April 12, 2016 and your response to subsequent 
modification requests, the IRB has approved the above-referenced protocol in accordance with 45 CFR 46.111.  Approval 
for this study is effective from May 11, 2016 to May 10, 2017.   
 
In accordance with 45 CFR 46.404 and 46 CFR 46.408, the IRB determined that the research did not involve greater than 
minimal risk, and that the permission of one parent is sufficient.  Consent will be obtained from the parents. Written 
Assent will be obtained from minors. 
 
This approval includes the following:  
1. IRB Application - approval to enroll 16 subjects 
2. Six Informed Consent Forms 
3. One Assent Form 
4. Six recruitment letters 
5. Six interview guides 
 
This approval is valid for one year, and will expire on May 10, 2017.  Please submit a Continuing Review Application, 
which is located on our website (http://www.bu.edu/irb/), six weeks prior to the expiration of your study.  
 
As the Principal Investigator, you are responsible for ensuring that studies are conducted in accordance with federal 
regulations, state laws, and institutional policies.   
 
Please note: 










x All unanticipated problems or serious adverse events must be reported to the IRB immediately. 
x All protocol modifications must be approved by the IRB prior to implementation unless they are necessary to 
eliminate immediate hazard to subjects. 
x All protocol deviations must be reported to the IRB. 
x All recruitment materials and methods must be approved by the IRB prior to use. 
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Dear Mr. Wilke: 
 
On May 10, 2017, the IRB reviewed the Continuing Review Report for the above-referenced protocol and granted 
renewal of this approval.  Approval for this study is effective from May 11, 2017 to May 10, 2018.  
 
This approval includes the following:  
1. Progress Report – approval to enroll 16 subjects 
2. Six Informed Consent Forms 
3. One Assent Form 
4. Six recruitment letters 
5. Six interview guides 
 
Please note that the approval for this protocol will lapse on May 10, 2018.  Please submit a Continuing Review 
Application, which is located on our website (http://www.bu.edu/irb/), six weeks prior to the expiration of your study.  
 
As the Principal Investigator, you are responsible for ensuring that studies are conducted in accordance with federal 
regulations, state laws, and institutional policies.   
 
Please note: 
x No subjects may be involved in study procedures prior to the IRB approval date or after the expiration date. 











x All protocol modifications must be approved by the IRB prior to implementation unless they are necessary to 
eliminate immediate hazard to subjects. 
x All protocol deviations must be reported to the IRB. 
x All recruitment materials and methods must be approved by the IRB prior to use. 
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Protocol Title:  The Apple Valley Composers: A Qualitative Case Study of Composition and 
Improvisation Education in a Performance Based High School Band Setting 
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Funding Agency:   Unfunded 
IRB Review Type:   Expedited 
 
Dear Mr. Wilke: 
 
On May 10, 2018, the IRB reviewed the Progress Report for the above-referenced protocol and granted renewal of this 
approval. Approval for this study is effective from May 11, 2018 to May 10, 2019. 
 
This approval includes the following:  
1. The analysis of identifiable data collected from this study 
Please note that the approval for this protocol will lapse on May 10, 2019.  Please submit a Continuing Review 
Application, which is located on our website (http://www.bu.edu/irb/), eight weeks prior to the expiration of your study.  
 
As the Principal Investigator, you are responsible for ensuring that studies are conducted in accordance with federal 
regulations, state laws, and institutional policies. 
 
Please note: 
• No subjects may be involved in study procedures prior to the IRB approval date or after the expiration date. 
• All unanticipated problems or serious adverse events must be reported to the IRB immediately. 
• All protocol modifications must be approved by the IRB prior to implementation unless they are necessary to 
eliminate immediate hazard to subjects. 
• All protocol deviations must be reported to the IRB. 
• All recruitment materials and methods must be approved by the IRB prior to use. 
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APPENDIX B – Recruitment Letters 
Recruitment Letter for Band Director 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Band Director 




My name is Adam Wilke and I am current high school band director as well as a doctoral student 
in music education through Boston University. I would like to tell you about a research project 
that I am conducting. Generally, in high school band programs, there is priority given to the 
performance of music of others while little to no time is given to students to create their own 
music either through composition or improvisation. The band program at xxxxxxxxxxxxxxxxxx 
is truly unique in that composition and improvisation are used in large ensemble classes to 
develop creative thinking in students. I am interested in studying this band program to find out 
how this type of program works, the value of such a program to the various stakeholders, and 
what can be applied from this program in other settings.  
 
As part of my study, I will be interviewing various stakeholders including the school personnel, 
parents of students, alumni, and selected students. You are receiving this letter because your 
perspective as the band director will be useful in determining the value of such a program to the 
various stakeholders. Participating in this study means that I will be observing several class 
periods were students compose or improvise. Additionally, I will interview you to gain your 
perspective. This would require no more than an hour of your time outside of the regular school 
day and would be scheduled at your convenience. A transcript of the interview will be provided 
to you to review for accuracy. Reviewing the transcript should take no more than half an hour of 
additional time. 
 
I would like to invite you to participate in my research and would like to speak with you further 
to provide more details about you being a part of this study. If you are interested in further 
information about becoming a participant in my study, please contact me within two weeks of 
receiving this letter using one of the methods below:  
 
Email: xxxxxxxxxxxxxxxxxxxt 
Phone: xxxxxxxxxxxxxx  
 
Contacting me does not mean you consent to participate in this study, but rather that you are 
interested in more information about possibly participating. If you are interested, I will make an 








Recruitment Letter for Alumni 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Alumni 





My name is Adam Wilke and I am current high school band director as well as a doctoral student 
in music education through Boston University. I would like to tell you about a research project 
that I am conducting. Generally, in high school band programs, there is priority given to the 
performance of music of others while little to no time is given to students to create their own 
music either through composition or improvisation. The band program at xxxxxxxxxxxxxxxxxx 
is truly unique in that composition and improvisation are used in large ensemble classes to 
develop creative thinking in students. I am interested in studying this band program to find out 
how this type of program works, the value of such a program to the various stakeholders, and 
what can be applied from this program in other settings.  
 
As part of my study, I will be interviewing various stakeholders including school personnel, 
parents of students, alumni, and selected students. You are receiving this letter because you were 
nominated by the band director, and as an alumnus of this program, your perspective could be 
useful in determining the value of such a program to the various stakeholders. Participating in this 
study would require no more than an hour of your time for an interview scheduled at your 
convenience. A transcript of the interview will be provided to you to review for accuracy. 
Reviewing the transcript should take no more than half an hour of additional time. 
 
I would like to invite you to participate in my research and would like to speak with you further 
to provide more details about you being a part of this study. If you are interested in further 
information about becoming a participant in my study, please contact me within two weeks of 
receiving this letter using one of the methods below:  
 
Email: xxxxxxxxxxxxxxxxxxxt 
Phone: xxxxxxxxxxxxxx  
 
Contacting me does not mean you consent to participate in this study, but rather that you are 
interested in more information about possibly participating. If you are interested, I will make an 








Recruitment Letter for Parents of Selected Students 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Parents/Guardians of Selected Students 





My name is Adam Wilke and I am current high school band director as well as a doctoral 
student in music education through Boston University. I would like to tell you about a 
research project that I am conducting. Generally, in high school band programs, there is 
priority given to the performance of music of others while little to no time is given to 
students to create their own music either through composition or improvisation. The band 
program at xxxxxxxxxxxxxxxxxxxxxxx is truly unique in that composition and 
improvisation are used in large ensemble classes to develop creative thinking in students. 
I am interested in studying this band program to find out how this type of program works, 
the value of such a program to the various stakeholders, and what can be applied from 
this program in other settings.  
 
As part of my study, I will be interviewing various stakeholders including school 
personnel, parents of students, alumni, and selected students. You are receiving this letter 
because your child was nominated by the band director, and your child’s perspective as a 
current student could be useful in determining the value of such a program to the various 
stakeholders. Participating in this study would require no more than two hours of your 
child’s time for two separate interviews scheduled at your convenience. A transcript of 
each interview will be provided to your child to review for accuracy. Reviewing the 
transcript should take no more than half an hour for each interview totaling less than hour 
of additional time. 
 
I would like to invite you to a 45-minute informational meeting about this study to give 
you more details about the purpose of the study and how your child could potentially be 
involved. Students are parents are both welcome to attend the informational meeting. The 
meeting will take place:  
 
 Place:  
 Date:  





Attending this meeting does not mean you give permission for your child to participate in 
this study, but rather that you will be coming to receive more information about possibly 
giving permission for your child to participate.  
 
Please indicate that you have received this information and whether or not you can attend 
the meeting by marking the appropriate information below. Please return this completed 
form to your child’s band director within 7 days.    
 
_____   I will plan to attend the informational meeting  
 
_____   I am interested in my child participating in this study but cannot attend the 
informational meeting. Please contact me at _____________________________ (Phone 
or email) to provide me with information about this study.  
 
_____ I am not interested in my child participating in this study, and will not be attending 




_________________________________ ____________________________________  
Child’s Name      Parent/Guardian Name  
 
_________________________________ ____________________________________ 







APPENDIX C – Consent/Assent Forms 
Consent Form – Band Director 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Band Director 




My name is Adam Wilke and I am current high school band director as well as a doctoral 
student in music education through Boston University. I would like to tell you about a 
research project that I am conducting. I would like to provide you with the details of my 




The purpose of this form is to provide you with important information about taking part 
in a research study. If any of the statements or words in this form are unclear, please let 
me know. I would be happy to answer any questions. 
 
If you have any questions about the research or any portion of this form, please ask me. 
Taking part in this research study is up to you. If you decide to take part in this research 
study, I will ask you to sign this form. I will give you a copy of the signed form. 
 
The person in charge of this study is me, Adam Wilke. I can be reached by phone at 
(xxxxxxxxxxx or by email at xxxxxxxxxxxxxxxxxxxxx. I will refer to myself as the 
“researcher” throughout this form. My supervisor in this study is xxxxxxxxxxxxxxxxx. 
xxxxxxxxxxx can be reached at xxxxxxxxxxxx or by email at xxxxxxxxxxxxxxxxx.  
 
 
Why is this study being done? 
 
Generally, in high school band programs, there is priority given to the performance of 
music of others while little to no time is given to students to create their own music either 
through composition and improvisation. The band program at xxxxxxxxxxxxxxxxxxxx is 
truly unique in that composition and improvisation are used in large ensemble classes to 
develop creative thinking in students. I am interested in studying this band program to 




program to the various stakeholders, and what can be applied from this program in other 
settings. 
 
We are asking you to take part in this study because your perspective as the band director 
of this unique band program could be useful in determining the value of such a program 
to the various stakeholders. 
 
 
How long will I take part in this research study? 
 
I will be studying the band program over a twelve-week period. During this time period, I 
will be watching archival videos of band classes, observing the band during class periods 
as a non-participant observer, and conducting interviews. The interview with the band 
director will be scheduled at a time of convenience for the band director and will take no 
more than an hour.  
 
 
What will happen if I take part in this research study? 
 
The following is a summary of the procedures that will take place in this study. The study 
will take place over a twelve-week period. I will be watching and taking notes on archival 
videos of class sessions where composition or improvisation was taught. As part of the 
study, I would like to have access to observe class sessions where composition or 
improvisation is taught. In the event that I am unavailable to observe in person due to 
scheduling conflicts, I will provide a video camera and ask that class be recorded.  
 
During the twelve-week time period, I will be interviewing various stakeholders 
including the band director, school personnel, alumni, parents, and current students. All 
interviews will be recorded and transcribed. If you consent to take part in the study, the 
following are topics that may arise in an interview: 
• Experiences Composing/Improvising 
• Why Composing/Improvising in a band Setting 
• Challenges that occur 
• What do students get out of it 
• Evidence of Creative Thinking 
• Nomination of Parents, Alumni, and Students for study 
 
Within the week following the interview, I will provide you with a transcription of the 
interview for you to review. I will attempt to have this to you within two days. You will 
have up to seven days from the time the transcript is received to inform me of any 
discrepancies or changes that need to be made to clarify what was stated in our interview. 





If you agree to take part in this study, we will ask you to sign the consent form before we 




We would like to audio/videotape you during this study. If you are audio/videotaped it 
will likely be possible to identify you in the video. I will store these recordings on a 
password-protected computer that is stored in a locked cabinet in my home. Only I or my 
supervisor will be able to see the tapes. I will label these tapes with a code instead of your 
name. The key to the code connects your name to your videotape. I will keep the key to 
the code in a locked cabinet in my home. Recordings will be kept until I have completed 
my study and my university accepts it. It is anticipated that this could take up to a year 
following the completion of the study.  
 
Do you agree to let us audio/videotape you during this study? 
 
______YES   ______NO  _______INITIALS 
 
 
Storing Study Information for Future Use 
 
I would like to store your study information for future research related to composition 
and improvisation in a band setting. I will label all your study information with a code 
instead of your name. The key to the code connects your name to your study information. 
The researcher will keep the code on a password-protected computer. The information 
will be kept for a period of seven years from the conclusion of the study.  
 
Do you agree to let us store your study information for future research related to 
composition and improvisation in a band setting? 
 
______YES   ______NO  _______INITIALS 
 
 
How Will You Keep My Study Records Confidential? 
 
All data collected over the course of the study (including video recordings, audio 
recordings, observation notes, interview transcriptions, and any other documents) will be 
protected with a high level of security. I will store all data in a lockable cabinet at my 
house where I will be only person with a key. Electronic data will be stored on a 
password-protected laptop computer that will also be stored at my house in the locked 
cabinet or in my office at work. Backup files will be stored on Dropbox, a cloud based 
digital data system. Dropbox files automatically sync to my laptop when connected to the 
Internet. Access to Dropbox files on any other computer requires a password. The 




pseudonyms. The Institutional Review Board at Boston University, my dissertation 
supervisor, and myself will be the only ones with access to the study data. 
 
The results of this study may be published or used for teaching. If that occurs, all 
identifiable information will be removed. I will make every effort to keep your records 




Study Participation and Early Withdrawal 
 
Taking part in this study is your choice. You are free not to take part or to withdraw at 
any time for any reason. No matter what you decide, there will be no penalty or loss of 
benefit to which you are entitled. If you decide to withdraw from this study, the 
information that you have already provided will be kept confidential. 
 
 
What are the risks of taking part in this research study? 
 
The risks to all participants in this study are minimal. Data from this study will not be 
made available to the public. As a participant, you can refuse to answer any question that 
you are not comfortable answering. You are also able to withdraw at any point. 
 
 
Are there any benefits from being in this research study? 
 
There are no direct benefits to you from taking part in this research. This study could 
become part of an ongoing discussion within music education on creativity, composition, 
and improvisation in a band setting providing educators with ideas on ways composition 
and improvisation could be used in other settings. 
 
 
If I have any questions or concerns about this research study, who can I talk to? 
 
You can call me or my supervisor with any concerns or questions. Our telephone 
numbers are listed below:  
 
Researcher: Adam Wilke  xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
Supervisor: xxxxxxxxxxxxxxx xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
 
If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 





Statement of Consent  
 
I have read the information in this consent form including risks and possible benefits. I have 
been given the chance to ask questions. My questions have been answered to my 




 _____ I agree to participate in the study  
 







 Name of Subject 
 
 
______________________________________  ____________________ 
Signature of Subject      Date 
 
 
I have explained the research to the subject and answered all his/her questions. I will give 




Name of Person Obtaining Consent 
 
 
________________________________________  _______________________ 






Consent Form – Alumni 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Alumni 




My name is Adam Wilke and I am current high school band director as well as a doctoral 
student in music education through Boston University. I would like to tell you about a 
research project that I am conducting. I would like to provide you with the details of my 




The purpose of this form is to provide you with important information about taking part 
in a research study. If any of the statements or words in this form are unclear, please let 
me know. I would be happy to answer any questions. 
 
If you have any questions about the research or any portion of this form, please ask me. 
Taking part in this research study is up to you. If you decide to take part in this research 
study, I will ask you to sign this form. I will give you a copy of the signed form. 
 
The person in charge of this study is me, Adam Wilke. I can be reached by phone at 
xxxxxxxxxxxx or by email at xxxxxxxxxxxxxxxxx. I will refer to myself as the 
“researcher” throughout this form. My supervisor in this study is xxxxxxxxxxxxxxxxx. 
xxxxxxxxxxxx can be reached at xxxxxxxxxxxx or by email at xxxxxxxxxxxxxxxxx.  
 
 
Why is this study being done? 
 
Generally, in high school band programs, there is priority given to the performance of 
music of others while little to no time is given to students to create their own music either 
through composition or improvisation. The band program at xxxxxxxxxxxxxxxxxxxxx is 
truly unique in that composition and improvisation are used in large ensemble classes to 
develop creative thinking in students. I am interested in studying this band program to 
find out how this type of program was developed, how it functions, the value of such a 





We are asking you to take part in this study because your perspective as an alumnus who 
participated in this unique band program could be useful in determining the value of such 
a program to the various stakeholders. 
 
 
How long will I take part in this research study? 
 
I will be studying the band program over a twelve-week period. During this time period, I 
will be watching archival videos of band classes, observing the band during class periods 
as a non-participant observer, and conducting interviews. Interviews with alumni will be 
scheduled at a time of convenience for the alumnus and will take no more than an hour.  
 
 
What will happen if I take part in this research study? 
 
The following is a summary of the procedures that will take place in this study. The study 
will take place over a twelve-week period. During those twelve weeks, I will be 
interviewing various stakeholders including the band director, school personnel, alumni, 
parents, and current students. All interviews will be recorded and transcribed. If you 
consent to take part in the study, the following are topics that may arise in an interview: 
• Personal/demographic information 
• Perceptions of the band program 
• Creativity in the band program 
• Value of the program 
 
Within the week following the interview, I will provide you with a transcription of the 
interview for you to review. I will attempt to have this to you within two days. You will 
have up to seven days from the time the transcript is received to inform me of any 
discrepancies or changes that need to be made to clarify what was stated in our interview. 
Reviewing the transcript should take no more than half an hour of your time. 
 
If you agree to take part in this study, we will ask you to sign the consent form before we 





I would like to audio record you during this study. If you are audio recorded it will be 
possible to identify you in the audio file. Audio files will be stored on a password-
protected computer. The computer will be stored in a locked cabinet and only approved 
study staff will be able to hear the audio files. I will label these files with a code instead 




will be kept until I have completed my study and my university accepts it. It is 
anticipated that this could take up to a year following the completion of the study.  
 
Do you agree to let us audiotape you during this study? 
 
______YES   ______NO  _______INITIALS 
 
 
Storing Study Information for Future Use 
 
I would like to store your study information for future research related to composition 
and improvisation in a band setting. I will label all your study information with a code 
instead of your name. The key to the code connects your name to your study information. 
The researcher will keep the code on a password-protected computer. The information 
will be kept for a period of seven years from the conclusion of the study.  
 
Do you agree to let us store your study information for future research related to 
composition and improvisation in a band setting? 
 
______YES   ______NO  _______INITIALS 
 
 
How Will You Keep My Study Records Confidential? 
 
All data collected over the course of the study (including interview transcriptions) will be 
protected with a high level of security. I will store all data in a lockable cabinet at my 
house where I will be only person with a key. Electronic data will be stored on a 
password-protected laptop computer that will also be stored at my house in the locked 
cabinet or in my office at work. Backup files will be stored on Dropbox, a cloud based 
digital data system. Dropbox files automatically sync to my laptop when connected to the 
Internet. Access to Dropbox files on any other computer requires a password. The 
identity of participants that are to be interviewed will be protected through the use of 
pseudonyms. The Institutional Review Board at Boston University, my dissertation 
supervisor, and myself will be the only ones with access to the study data. 
 
The results of this study may be published or used for teaching. If that occurs, all 
identifiable information will be removed. I will make every effort to keep your records 






Study Participation and Early Withdrawal 
 
Taking part in this study is your choice. You are free not to take part or to withdraw at 
any time for any reason. No matter what you decide, there will be no penalty or loss of 
benefit to which you are entitled. If you decide to withdraw from this study, the 
information that you have already provided will be kept confidential. 
 
 
What are the risks of taking part in this research study? 
 
The risks to all participants in this study are minimal. Data from this study will not be 
made available to the public. As a participant, you can refuse to answer any question that 
you are not comfortable answering. You are also able to withdraw at any point. 
 
 
Are there any benefits from being in this research study? 
 
There are no direct benefits to you from taking part in this research. This study could 
become part of an ongoing discussion within music education on creativity, composition, 
and improvisation in a band setting providing educators with ideas on ways composition 
and improvisation could be used in other settings. 
 
 
If I have any questions or concerns about this research study, who can I 
talk to? 
 
You can call me or my supervisor with any concerns or questions. Our telephone 
numbers are listed below:  
 
Researcher: Adam Wilke  xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
Supervisor: xxxxxxxxxxxxxxx xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
 
If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 







Statement of Consent  
 
I have read the information in this consent form including risks and possible benefits. I have 
been given the chance to ask questions. My questions have been answered to my 




 _____ I agree to participate in the study  
 







 Name of Subject 
 
 
______________________________________  ____________________ 
Signature of Subject      Date 
 
 
I have explained the research to the subject and answered all his/her questions. I will give 




Name of Person Obtaining Consent 
 
 
________________________________________  _______________________ 






Consent Form – Parents of Selected Students 
 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Students 




My name is Adam Wilke and I am current high school band director as well as a doctoral 
student in music education through Boston University. I would like to tell you about a 
research project that I am conducting. I would like to provide you with the details of my 




The purpose of this form is to provide you with important information about taking part 
in a research study. If any of the statements or words in this form are unclear, please let 
me know. I would be happy to answer any questions. 
 
If you have any questions about the research or any portion of this form, please ask me. 
Taking part in this research study is up to you. If you decide to take part in this research 
study, I will ask you to sign this form. I will give you a copy of the signed form. 
 
The person in charge of this study is me, Adam Wilke. I can be reached by phone at 
xxxxxxxxxxxxx or by email at xxxxxxxxxxxxxxxxxxxx. I will refer to myself as the 
“researcher” throughout this form. My supervisor in this study is xxxxxxxxxxxxxxxxx. 
xxxxxxxxxxxx can be reached at xxxxxxxxxxxxx or by email at xxxxxxxxxxxxxxxx.  
 
 
Why is this study being done? 
 
Generally, in high school band programs, there is priority given to the performance of 
music of others while little to no time is given to students to create their own music either 
through composition or improvisation. The band program at xxxxxxxxxxxxxxxxxxxxx is 
truly unique in that composition and improvisation are used in large ensemble classes to 
develop creative thinking in students. I am interested in studying this band program to 




program to the various stakeholders, and what can be applied from this program in other 
settings. 
 
We are asking your child to take part in this study because he/she was nominated by the 
band director. His/Her perspective as a student of this unique band program could be 
useful in determining the value of such a program to the various stakeholders. 
 
 
How long will I take part in this research study? 
 
I will be studying the band program over a twelve-week period. During this time period, I 
will be watching archival videos of band classes, observing the band during class periods 
as a non-participant observer, and conducting interviews. Two student interviews will be 




What will happen if I take part in this research study? 
 
The following is a summary of the procedures that will take place in this study. The study 
will take place over a twelve-week period. I will be watching and taking notes on archival 
videos of class sessions where composition or improvisation was taught. I will be 
observing or videotaping class sessions where composition or improvisation is taught in 
any of the band classes. During those twelve weeks, I will be interviewing various 
stakeholders including the band director, school personnel, alumni, parents, and current 
students. Students will be nominated by the band director for participation in this study. If 
there is more than ten students whose parents grant consent to take part in this study, then 
ten students will be randomly selected from the participant pool to take part in the study. 
Two students will be used to test the interview questions, and seven will be interviewed 
as part of the study.  
 All student participants will be interviewed twice: once at the beginning and once 
at the conclusion of the study. All interviews will be recorded and transcribed. If you 
consent to take part in the study, the following are topics that may arise in an interview: 
 
1st Student Interview  
• Personal/demographic information 
• Creativity in the band program 
• Composition and Improvisation Processes 
• Relation between composition and improvisation and Performance 






2nd Student Interview  
• Activities Observed 
• Value of the program 
 
Within the week following the interview, I will provide your student with a transcription 
of the interview for you to review. I will attempt to have this to him/her within two days. 
He/She will have up to seven days from the time the transcript is received to inform me 
of any discrepancies or changes that need to be made to clarify what was stated in the 
interview. Reviewing the transcript should take no more than half an hour for each 
interview totaling less than hour of time. 
 
If you agree to take part in this study, we will ask you to sign the consent form before we 





We would like to audio/videotape your child during this study. If your child is 
audio/videotaped it will likely be possible to identify you in the video. I will store these 
recordings on a password-protected computer that is stored in a locked cabinet in my 
home. Only I or my supervisor will be able to see the tapes. I will label these tapes with a 
code instead of your name. The key to the code connects your name to your videotape. I 
will keep the key to the code in a locked cabinet in my home. Recordings will be kept 
until I have completed my study and my university accepts it. It is anticipated that this 
could take up to a year following the completion of the study.  
 
Do you agree to let us audio/videotape you during this study? 
 
______YES   ______NO  _______INITIALS 
 
 
Storing Study Information for Future Use 
 
I would like to store your study information for future research related to composition 
and improvisation in a band setting. I will label all your study information with a code 
instead of your name. The key to the code connects your name to your study information. 
The researcher will keep the code on a password-protected computer. The information 
will be kept for a period of seven years from the conclusion of the study.  
 
Do you agree to let us store your study information for future research related to 
composition and improvisation in a band setting? 
 




How Will You Keep My Study Records Confidential? 
 
All data collected over the course of the study will be protected with a high level of 
security. I will store all data in a lockable cabinet at my house where I will be only person 
with a key. Electronic data will be stored on a password-protected laptop computer that 
will also be stored at my house in the locked cabinet or in my office at work. Backup files 
will be stored on Dropbox, a cloud based digital data system. Dropbox files automatically 
sync to my laptop when connected to the Internet. Access to Dropbox files on any other 
computer requires a password. The identity of participants that are to be interviewed will 
be protected through the use of pseudonyms. The Institutional Review Board at Boston 
University, my dissertation supervisor, and myself will be the only ones with access to 
the study data. No identifiable data will be shared with the school site in which data was 
collected. 
 
The results of this study may be published or used for teaching. If that occurs, all 
identifiable information will be removed. I will make every effort to keep your records 




Study Participation and Early Withdrawal 
 
Taking part in this study is your choice. You are free not to take part or to withdraw at 
any time for any reason. No matter what you decide, there will be no penalty or loss of 
benefit to which you are entitled. If you decide to withdraw from this study, the 
information that you have already provided will be kept confidential. 
 
 
What are the risks of taking part in this research study? 
 
The risks to all participants in this study are minimal. Data from this study will not be 
made available to the public. As a participant, you can refuse to answer any question that 
you are not comfortable answering. You are also able to withdraw at any point. 
 
 
Are there any benefits from being in this research study? 
 
There are no direct benefits to you from taking part in this research. This study could 
become part of an ongoing discussion within music education on creativity, composition, 
and improvisation in a band setting providing educators with ideas on ways composition 





If I have any questions or concerns about this research study, who can I 
talk to? 
 
You can call me or my supervisor with any concerns or questions. Our telephone 
numbers are listed below:  
 
Researcher: Adam Wilke  xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
Supervisor: xxxxxxxxxxxxxxx xxxxxxxxxxxxxxxxxxxxxxxxxxxxxx 
 
If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 
directly at xxxxxxxxxxxxx. 
 
Statement of Consent  
 
I have read the information in this consent form including risks and possible benefits. I have 
been given the chance to ask questions. My questions have been answered to my 




 _____ I agree to participate in the study  
 






 Name of Subject 
 
______________________________________  ____________________ 
Signature of Subject      Date 
 
 
I have explained the research to the subject and answered all his/her questions. I will give 
a copy of the signed consent form to the subject. 
 
________________________________________  
Name of Person Obtaining Consent 
 
________________________________________  _______________________ 




Assent Form – Students 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Students 
Version Date: April 28, 2016 
 
Dear Band Student, 
 
My name is Adam Wilke and I am current high school band director as well as a doctoral 
student in music education through Boston University. I would like to tell you about a 
research project that I am conducting 
 
What is a Research Study? 
 
Research studies help us to learn new things and test new ideas. People who work on 
research studies are called researchers. During research studies, the researchers collect a 
lot of information so that they can learn more about something. The band program at 
xxxxxxxxxxxxxxxxxxxx is truly unique in that composition and improvisation are used 
in large ensemble classes to develop creative thinking in students. I am interested in 
studying this band program to find out how this type of program was developed, how it 
functions, the value of such a program to the various stakeholders, and what can be 
applied from this program in other settings. I am asking you join this study because your 
perspective as a current student in this program could be useful in determining the value 
of such a program to the various stakeholders. 
 
There are a few things you should know about this study: 
• You get to decide if you want to be in the study 
• You can say ‘No’ or ‘Yes’ 
• Whatever you decide is OK 
• If you say ‘Yes’ now, you can change your mind and say ‘No’ later 
• No one will be upset if you say ‘No’ 
• You can ask us questions at any time 
• We will also get permission from your parent/guardian for you to take part in this 
study 
 
What will I do if I am in this research study? 
 
Over a 12 week-time period, I will be observing lessons in your band class and 
interviewing various people associated with the band program including some students. 




If there is more than ten students whose parents grant consent to take part in this study, 
then ten students will be randomly selected from the participant pool to take part in the 
study. Two students will be used to test the interview questions, and seven will be 
interviewed as part of the study. If you are in this study, I will interview you twice in this 
time period to ask your perspective on composition and improvisation. All interviews 
will take place in the band room or a nearby office and will be scheduled at a time that is 
convenient for you and will take no more than an hour of time per interview. If you 
consent to take part in the study, the following are topics that may arise in an interview: 
 
1st Student Interview  
• Personal/demographic information 
• Creativity in the band program 
• Composition and Improvisation Processes 
• Relation between composition and improvisation and Performance 
• Relation between composition and improvisation and musical understanding 
 
2nd Student Interview  
• Activities Observed 
• Value of the program 
 
Within the week following the interview, I will provide you with a transcription of the 
interview for you to review. I will attempt to have this to you within two days. You will 
have up to seven days from the time the transcript is received to inform me of any 
discrepancies or changes that need to be made to clarify what was stated in the interview. 
Reviewing the transcript should take no more than half an hour for each interview 





I will audiotape the interview sessions that are part of this study. This will help me to 
remember what we talked about in the session 
 
 
What else could happen to me while I am in this study? 
 
If you agree to be part of the study, there are no additional risks to you as a result of the 
study.  
 
If I join this study will it help me? 
 
Being in this study may help you because you get to share your perspective on 




director. Your perspective may help me better understand the benefits and challenges of 
learning to compose or improvise in a band setting. The results of this study will be 
available to educators who may be interested in how composition and improvisation can 
be used in other settings. 
 
 
Will I be paid to do this study? 
 
No, you will not be paid for your participation in this study 
 
 
How Will You Keep My Study Records Confidential? 
 
All data collected over the course of the study will be protected with a high level of 
security. I will store all data in a lockable cabinet at my house where I will be only person 
with a key. Electronic data will be stored on a password-protected laptop computer that 
will also be stored at my house in the locked cabinet or in my office at work. Backup files 
will be stored on Dropbox, a cloud based digital data system. Dropbox files automatically 
sync to my laptop when connected to the Internet. Access to Dropbox files on any other 
computer requires a password. The identity of participants that are to be interviewed will 
be protected through the use of pseudonyms. The Institutional Review Board at Boston 
University, my dissertation supervisor, and myself will be the only ones with access to 
the study data. Data will be shared with school officials, however, it will not be possible 
to identify any of the participants from the data that is shared. 
 
The results of this study may be published or used for teaching. If that occurs, all 
identifiable information will be removed. I will make every effort to keep your records 




Taking part in this research study 
 
You do not have to take part in this research study. You can say ‘Yes’ or ‘No’. You can 
say ‘Yes’ now and change your mind later. All you have to do is tell us you want to stop. 
Additionally, you can skip any question that you are not comfortable answering. No one 
will be mad if you don’t want to take part in the study or if you change your mind about 
taking part in the study. Your parent or guardian can also decide to have you stop taking 







If you or your parent/guardian have any questions about this study, please feel free to 
email me at xxxxxxxxxxxxxxxxxxx. Your parent/guardian may also contact my 
dissertation supervisor, xxxxxxxxxxxxxxx, at any time by emailing xxxxxxxxxxxx or by 






I have read the above information. By writing my name below, I agree to volunteer as a 
participant in this study. I understand that all information about me will be kept strictly 
confidential and that my participation will not affect my grade. I also understand that I 
can decide not to continue to participate in this study at any time.  
 
 
___________________________________   ____________________________  
Student Name       Date  
 
________________________________________   




I have explained the research to the subject and answered all his/her questions. I will give 




Name of Person Obtaining Assent 
 
 
________________________________________  _______________________ 





APPENDIX D – Data Collection Schedule 
Date Type Activity 
8/28/16 Interview Interview with Ms. Terry, Band Director 
10/13/16 Meeting Informational Meeting for Students and Parents 
10/24/16 Observation EOM: Rhythmic Layers Lesson 
12/5/16 Interview Pilot Interviews with Selected Students 
12/12/16 Observation EOM: Timbre Lesson 
12/16/16 Interview Alumnus Interview 
12/19/16 Interview Alumnus Interview 
1/27/17 Interview Student 1st Interview 
2/13/17 Interview Student 1st Interview 
4/26/17 Observation EOM: Melody Lesson 
5/3/17 Observation EOM: Ostinato Lesson 
5/10/17 Observation EOM: Texture Lesson 
5/12/17 Observation Noteflight: Create-a-melody Lesson 
5/16/17 Observation Noteflight: Self-paced Assignments 
5/17/17 Observation Noteflight: Self-paced Assignments 
5/18/17 Observation Noteflight: Self-paced Assignments 
5/18/17 Interview Student 2nd Interview 
5/19/17 Observation Noteflight: Self-paced Assignments 






APPENDIX E – Interview Conversation Guides 
Interview Conversation Guide – Band Director 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Band Director 
Version Date: April 8, 2016 
 
 
Topics Sample Questions 
Experiences 
Composing/Improvising 
• What were your first experiences as a 
composer/improviser? 
• What role does composition/improvisation play in your 
current musical life? 
• Can you describe a composition you did that was 
particularly creative? 
• What do you see as the relationship between composition 
and improvisation? 
• What do you see as the relationship between 
composing/improvising and creative thinking? 
 
Composing/Improvising 
in a band setting 
• What do you think students get out of 
composing/improvising in a band setting? 
• Why do you compose/improvise in your band classes 
when few others do? 
• How did you get started? 
• Where do you find resources? 
• What do you think the students think about composing in 
a band setting? 
• Have you seen student perceptions regarding 
composition/improvisation change over time? 
 
Challenges • What were some of the challenges you faced when trying 
to implement composition and improvisation into the band 
curriculum? 
• How do you accommodate large numbers of students 
composing/improvising at the same time? 
• Does the class become chaotic with noise? 
• How does the time spent composing/improvising affect 
your ability to rehearse music for performance? 





Creative Thinking • Can you think of a composition or improvisation lesson 
that was particularly creative? 
• Can you think of particular students works that were 
creative? 
• How do you know that students are engaged in creative 




• Can you identify any administrators with knowledge of 
the composition and improvisation instruction as part of 
the band program? 
• Can you identify any alumni with knowledge of the 
composition and improvisation instruction as part of the 
band program? 
• Can you identify any parents of current students with 
knowledge of the composition and improvisation 
instruction as part of the band program? 
• Can you identify 20 current students with experiences 
composing and improvising in the band program that 








Interview Conversation Guide – Alumni 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Alumni 
Version Date: April 8, 2016 
 
 
Topics Sample Questions 
Personal/Demographic 
Information 
• When were you enrolled in the band program? 
• What band classes were you in? 
• How would you describe your playing ability? 
• What was your experience with private lessons? 
 
Perceptions of the 
Band Program 
• What were your general perceptions of the time spent 
composing or improvising in band class? 
• What did you like about composition and 
improvisation in band? 
• What was challenging about composing or 
improvising in a band setting? 
• Do you remember your perceptions about composition 
and improvisation changing as you got older? 
• Did you feel that composing and improvising in a 
band setting took away from the band’s ability to 
perform music? 
 
Creative Thinking in 
the Band Program 
• Can you think of an activity you did where you were 
particularly creative? 
• What made this a creative endeavor? 
• Can you describe your thought process while 
composing or improvising? 
• How did your experiences composing and improvising 
affect the time spent rehearing music for performance?  
• What were your favorite composition or improvisation 
assignments? Why? 
• How has your experiences composing and 
improvising affected you in other musical settings like 





Value of the Band 
Program 
• Do you think that time spent composing and 
improvising, rather than rehearing music for 
performance, was time well spent? Why or why not? 
• Should other band directors look to this program as a 
model of composing and improvising in a band 
setting? Why or why not? 
• Can you describe your current role in the field of 








Interview Conversation Guide – 1st Student Interview 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Student 
Version Date: April 8, 2016 
 
 
Topics Sample Questions 
Personal/Demographic 
Information 
• How long have you been enrolled in band? 
• What band classes were you in? 
• How would you describe your playing ability? 
• What was your experience with private lessons? 
 
Creative Thinking in 
the Band Program 
• What are your general perceptions of the time spent 
composing or improvising in band class? 
• What do you like about composition and improvisation in 
band? 
• What is challenging about composing or improvising in a 
band setting? 
• Have your perceptions about composition and improvisation 
changed over time? 
• Can you think of an activity you did where you were 
particularly creative? 
• What made this a creative endeavor? 






• Can you describe your thought process while composing or 
improvising? 
• Do you hear the music in your head? Are you able to notate 
the music you hear? 
• How do you come up with ideas for compositions? 
• Can you describe how you work through musical ideas? 
• What do you see as the relationship between composition and 
improvisation? 






• How did your experiences composing and improvising affect 




• Do you feel that composing and improvising in a band setting 
takes away from the band’s ability to perform music? 
• What creative decisions do you make in performance?  
• How does your experience composing help you as a 







• How has your experiences composing and improvising 
affected you in other musical settings like as a performer or 
listener? 
• As you perform or listen, how are you aware of melody, 









Interview Conversation Guide – 2nd Student Interview 
 
Protocol Title: A Case Study Of Music Compositional Activities in a High School 
Performance-Based Ensemble: The Apple Valley Composers 
Principal Investigator: Adam Wilke 
Description of Subject Population: Student 
Version Date: April 8, 2016 
 
 
Topics Sample Questions 
Activities Observed • Can you tell me what you thought about each assignment 
observed? 
• What was your thought process? 
• How did each assignment develop? 
• What were the challenges associated with each assignment? 
• How would you rate your success one each assignment? 
 
Value of the Program • Do you think that time spent composing and improvising, 
rather than rehearing music for performance, was time well 
spent? Why or why not? 
• Should other band directors look to this program as a model 
of composing and improvising in a band setting? Why or 
why not? 









APPENDIX F – Ostinato Worksheet 
 
Student Work Sheet: Lesson 5. Ostinato (Rhythm Part 2)  
 
Vocabulary: Ostinato: A pattern of notes that is __________many times and can be used 
to accompany other musical ideas 
Riff: a repeated group of notes used frequently in _______Music and ______, found in 
songs such as Smoke on the Water and Sweet Child of Mine.  
Syllable: a part or whole of a word having one ______ sound  
Composition assignment: Create a rhythm by starting with a word, such as a food name 
(samples: Hot Dog, Taco, Buttermilk Pancake). 
Write down TWO food names that you can play on your instrument. COME UP WITH 
AT LEAST 5 SYLLABLES… Below the word, try to notate the rhythm on a single 
pitch: 
 CONSIDER A CERTAIN NUMBER OF MEASURES OR A PHRASE…. 







Step 2. On a separate piece of staff paper, add a treble cleff or bass cleff. Add pitch (low, 
medium, high) and decide how many times to repeat the rhythm or riff. Option, come up 
with a contrasting rhythm by thinking of a different food name. Option, play a solo while 








APPENDIX G – Texture Worksheet 
Student Guide: Lesson 6. Textures (Monophony, Polyphony, Homophony):  
 
Vocabulary:  
Texture: how music can sound _____________or _____________and how complex it 
sounds rhythmically and harmonically: 
Monophony-“_______sound”; ______melody line; no accompaniment; can be more than 
one instrument or voice (thick) or a single instrument or voice (thin), as long as the 
________ notes and rhythms are being played. 
Homophony-One ________with chords accompanying (Blended, like homogenized 
milk.) Most popular music styles like rock, folk, and country music use homophony. In 
pure homophony, all voices move in the same rhythm. 
Polyphony -“Many sounds”; __________or more melodies at the same time (the 
melodies should have different rhythms) 
 
As you listen to the examples your teacher gives you, identify the texture of each 
example as thick or thin, and then label if it is monophony, homophony, or polyphony.  
 
Notes to yourself to help remember this stuff: 
 
 
Texture Listening Exercise—Circle the Correct Responses 
 
1. thick  thin     monophony    homophony        polyphony 
2. thick  thin     monophony    homophony        polyphony 
3. thick  thin     monophony    homophony        polyphony 
4. thick  thin      monophony    homophony        polyphony 
5. thick  thin      monophony    homophony        polyphony 
 
1. Compose a short and simple melody or use a melody composed by your teacher or 
class. (option, start with Frere Jacques). Create a monophonic composition or re-
use/revise a melody from your melody lesson 
First, improvise a short melody on your instrument or play Frere Jacques.   Then 
draw the clef for your instrument on a piece of staff paper (treble clef, alto clef, or 
bass clef). Then, write down your melody on the staff. 




A. Use the first three notes of a major scale such as B-flat major or D major. 
B. Consider using a rhythm from lesson 3 (Rhythms from Life) or 5 (Ostinato), or 
creating a new interesting rhythm  
 
C. Try and limit it to fit on a single staff below-consider adding a repeat sign or 
“D.C.” at the end). 
 
 
2.   Now, what would you do to create homophony with this melody? 
Perform homophony by playing your solo composition above while every one else in the 
band plays an accompaniment. Describe a soundscape below or compose an ostinato that 
you would like the band to use to accompany you.  
 
Soundscape: (decide thick or thin, decide timbre, and explain how the band members 




OR: Ostinato (decide thick or thin, instrumentation, and explain how the band members 
should perform your ostinato)(dynamic should be piano, because it is accompanimental). 
Write the ostinato on the staff below your melody line. 
 
 
3. Now, what would you do to turn your composition into a polyphonic composition? 
Perform polyphony by having another person play their solo at the same time as you 
perform you own solo! Try 3 or 4 people at once and let each person start and stop as 













APPENDIX H – Stakeholders 
Name (Pseudonym) Type of Stakeholder 
Caroline Terry Band Director at Apple Valley High School 
Jessica Current Student 
Richard Current Student 
Leslie Current Student 
Robert Current Student 
Kurt Current Student 
Charles Current Student 
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